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FOREWORD 


I feel gratefully indebted to many people who have had a part 
in the making of this book. Albert Stoessel, Head of the Depart- 
ment of Music at New York University, suggested that I stretch 
my ideas for an article into a book. The warm enthusiasm of 
Bertha W. Vaughan, teacher of singing at the University of Cali- 
fornia, Southern Branch, and of Neeta Marquis, writer and poet, 
stimulated and inspired me. The late Mr. Oscar G. Sonneck 
generously gave me a guiding hand. 

At the meetings of the New York Singing Teachers’ Associa- 
tion, and those of the Guild of Vocal Teachers of the same city, I 
have heard many interesting papers on vocal instruction written by 
eminent teachers, and many illuminating discussions. It is gratify- 
ing to realize that conscientious teachers of singing now are agreed 
upon the principles underlying vocal production, although they 
may have various ways of presenting these principles. Many of 
the excellent ideas I have heard propounded at these meetings are 
reflected in this book. | 

And most of all, my own students have inspired the work. 
It is to their world that I send this little offering. 

Tue AUTHOR. 
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SONG, THESUBSTANCE OF VOCAL STUDY 


CHAPTER I 


THE “CASE METHOD” APPLIED TO VOCAL 
INSTRUCTION 


Experience, covering a period of twenty years, in my own 
studies and in those of my students, has convinced me of the 
value of presenting each new principle of singing by means of 
a portion of some standard song concretely illustrating the point 
to be made, rather than through the comparative abstraction of 
@ mere exercise. By this method more than by any other the 
student is stimulated to an unflagging interest, with the result 
that time is saved and advance steps are more firmly taken. 
Moreover, he is led at once into an understanding of the need for 
improving his emission, and at the same time gains a broadened 
~ knowledge of song literature. 

In the modern law school, by the use of the “case method,”’ 
the student is taught fundamental principles through the illustra- 
tion of actual law cases. The following collection of studies is 
designed to serve the same purpose, by enabling either the student 
or the teacher of singing, whatever his vocal beliefs, to apply to 
his problems the common sense of voice-production through the 
medium of definite songs and arias. In the average music studio, 
tone-production is worked out step by step on phrases of two, 
three, five and seven notes, on scales, and on arpeggios. These 
exercises are most important. But the concrete “cases’’ included 
here, selected from nearly a hundred songs, afford opportunity 
for an immediate practical application of each vocal process. 

Beethoven said that music is a language beyond words, and 
it is this unspoken language which the singer, no less than the 
instrumentalist, must learn to use fluently—that of absolute music, 
independent of speech, which acts directly on the heart, conveying 
a sense of sorrow too deep for tears, or of joy too ecstatic for words 
or laughter. Exaltation, depression, longing, humor, love and 
loneliness are the emotions which give cause to this absolute music. 

Singers as a class are frequently rated low as musicians, and 
it is certain that comparatively few of them give the same amount 
of time to the study of harmony, theory, appreciation, ear-training, 
sight-reading and other technical matters that instrumentalists 
do. This may be because the singer is intensely occupied with the 
literal assembling—we may almost say constructing—of his own 
instrument. But let him be once awakened to the necessity of 
knowing the full language of music, and he willingly applies him- 
self to its mastery. Then, able to discern good music from bad, 
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he sings with complete intelligence, and, equal to every demand, 
is able to handle any musical situation at a moment’s notice. 
This gives grace and freedom to the voice as well as to the singing 
line. Knowing the truth, the truth makes him free. What we 
class as nervousness or fear in singing is often merely a doubt 
originating in musical ignorance. This makes a house divided 
against itself. The artist must know where he is, musically as 
well as vocally, to be able to give the message of the song with 
spontaneity. To use the figure of the painter, he may then range 
from the brilliancy of a desert sunset to the somber monotone of a 
stormy sky, with equal skill. His tones may suggest the tender 
love of a mother for her child, or the virility of a dynamic passion, 
and in each transmit the thrill of universal experience—rouse the 
imagination of his audience to vibrating response. From his own 
inner fire of understanding he kindles in each listener’s heart the 
flame of a kindred experience. 

If this temperament be lacking in the singer, sheer beauty 
of voice has little reason for existing. Voice is only the vehicle, 
although the vehicle must be adequately equipped to carry the 
rich substance. The better the understanding of vocalism, the 
more vivid and energetic is the expression. The mastery, at first 
mental, must be made practical also, and to this end all singers 
must study vocalism. But while working on the vocal instrument, 
the thought-paths must be kept clear. They must never be allowed - 
to become overgrown with mere vocal formulas. 

That is why I stress the use of beautiful music all along the 
line of study. In this way the student gradually attains the 
point where he finds that the principle he has been learning has 
become a habit. His musicianship and his diction have developed 
with his vocalism, with the result that his singing is spontaneous. 
In addition, he has also assembled a good repertory. 

The parts of this collection are presented according to my 
personal idea of unfoldment. I do not suggest, however, that it 
is always necessary to go from cover to cover. It may be advis- 
able, at times, to use only one or two cases of each part as one 
goes along, later returning to work with increased understanding. 
Or it may seem best for the instructor to turn at once to the part 
that presents the next forward step of the individual student or 
class. In most of the exercises I have suggested the vowel sound 
for practice, but the teacher will vary this suggestion to suit the 
lesson in question. Those teachers who prefer to initiate each 
phrase with a consonant will find it expedient to turn directly to 
Chapter XV, on Consonants. The consonant chosen for practice 
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may be inserted in the vocalise. Should the use of syllables be 
desired for all exercises, la be da me ni po tu, as found on page 
98, may be inserted. Those who are teaching vocal production 
for perfect speech will turn immediately to the Chapters that bear 
directly on the subject. It has been my desire to handle this 
work in a way that enables it to bend flexibly to the multifarious 
methods of presentation, and the multitudinous vocal problems that 
may be demanded of it. Care also should be taken that the 
musician advances hand in hand with the singer. 

Stressing this point again, temperament is, to me, the horse, 
and technique the rider. The two are quite distinct, and yet are 
correlated influences. Technique is the craftsmanship of any art, 
while temperament is the essence. Neither can exist fully without 
the other. Technique is the molder and developer of the inner 
concept into a driving force. Temperament is the chord that 
trembles and resonates within when the emotions are touched, and 
is the ability to rouse a sympathetic echo of that chord in others. 

Many good teachers are conscientiously teaching their stu- 
dents to bridle temperament while learning the finesse of tech- 
nigue. ‘They give exercises in breathing and resonance. They 
instill right concepts of vowel and consonant, so that perfect 
speech results in perfect tone. Gradually they teach the student 
to synchronize and to master vocalism until the production 
becomes automatic. A practical application of each of these 
teachings will be found in the “cases’”’ herein afforded. Chosen 
from a wide range of truly great songs, they will ward off tedium 
for the student, keeping him fresh in both mind and voice. 

I have prepared simple statements of the fundamental prin- 
ciples underlying each phase of the singer’s development, in the 
hope that the earnest student may find his imagination stimu- 
lated, and so receive an impetus toward further study. These 
principles should serve in the same relation to actual singing as 
does “ground-work”’ to the flying pilot. The ideas of vocalism, 
diction, and musicianship should be well understood before one 
flies into singing. The thought back of each action must always 
be clear. A consciousness that one is working primarily with 
ideas makes practicing a mere putting of ideas into use. 

For instance, a fruitful cause of trouble to the student is his 
unconscious attitude toward a pitch as a position, as something 
up and down. Rather should he be trained to think of it first, 
as an idea, and then as a given number of vibrations resulting 
from an involuntary action of the throat mechanism. Many 
voices have been ruined, or progress has been retarded, because 
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students climb for what is called a “high” note or press down for 
a “low” one—the words “‘up” and “down” are nothing but sym- 
bols, probably used because the notes are placed either up or 
down on the printed score. The same terms are applied to an 
automobile going “‘up”’ and “down” the street, although it may not 
be climbing anywhere. . To speak of “up North” and “down South” 
carries the same false impression. If people walking northward 
were to lift their legs and bend their backs as if going up hill, it 
would be easy to see the absurdity of this usage. Yet singers are 
often just as absurd in their physical struggles for pitch. 

Tf the student will think of his body as a delicate human 
instrument which must be rightly understood and balanced from 
head to feet, he will realize that muscles either active in themselves, 
or actively supporting other muscles should not be pressed down 
or climbed off from. Remembering that the head is to be kept 
always open, and always used, but never climbed into or pressed 
out of, he will get away from the thought of pitch as a thing 
moving up or down, although incessant vigilance is necessary to 
overcome this unconscious habit of belief. Deep, controlled 
breathing and the loose, open throat will allow the mechanism to 
respond to the idea in the mind. 

In the matter of vocal technique I have emphasized breathing, 
resonance, and speech. These three lamps must every day be 
trimmed and replenished with oil, for only so can the flame of 
temperament shine forth with glorious warmth. Perfect balance 
between the dual elements of craftsmanship and ae results 
from patient, intelligent perseverance alone. 

In the arrangement of the illustrative cases ae follow, I 
have never altered the line of the song, though I have often 
omitted the words and, when necessary, changed the note-values. 
I have indicated the essential harmonies, but I have given them 
no time-value. This seemed the simplest way to give the student 
the opportunity of touching the chords, whenever he needs them, 
without having the burden of an accompaniment at a time when 
his mind should be entirely occupied with voice-production. All 
the cases are taken from songs every singer should know. It is 
advisable, when practicing, to sing them in different keys, within 
the range of the individual or class. After mastering the vocal 
principle set forth, the student should add to his repertory those 
songs which fit his voice and his musical expression. 


CHAPTER II 
BREATHING 


The supreme effort is to appear effortless. The summum 
bonum of the vocalist is to sing without obvious effort. Because 
breath is his motor and support, his greatest objective is the 
development of a perfectly controlled breathing mechanism. 

Only patience and intelligent persistence can achieve this 
effortless breathing—step upon step, precept upon precept. In 
order to raise a hundred-pound weight the novice begins by lifting 
from five to ten pounds daily. As he persists, the raising of each 
additional pound becomes more easy, for he is daily building up 
his strength to meet the demand. In whatever direction energy 
is trained, the effort for increased strength is rewarded by increased 
facility. Directed effort in the practice-room leads the singer to 
complete ease in public. | 

For every one, normal breathing should be the deep, easy 
breath. It seldom is, however, because of the stress of life. For 
instance, breathing is the first function of the body to be retarded 
or agitated by fear. Unconscious habits are formed under the 
attack of worry, excitement, confusion, doubt, or uncertainty. 
These habits make the respiratory muscles either rigid, or lax and 
inactive. A consciousness of unlimited, flexible activity must be 
acquired, and normal breathing so firmly established that no 
passing thought or emotion can disturb it. Normal breathing 
counteracts fear. In turn, the elimination of fear promotes 
normal breathing, releasing rigidity and arousing torpid muscles. 

A contented sigh gives the first hint of the freedom of deep 
breathing. As deep as it is easily taken, exercising always some 
effort, it should be gradually amplified to the fullest capacity. 
Swung back and forth, it soon has the rhythm of the walking 
step or swimming stroke. Each day the student must faithfully 
utilize all his present capacity, and he must swing completely empty 
as well as completely full. The full, deep breath will relieve all 
tension at the throat, allowing it to loosen and open. It will 
develop a pliability and a flexibility in all the respiratory muscles. 

Imagine the diaphragm to be an over-large sheet of rubber 
acting as a floor to the chest, from front to back, from side to 
side, completely separating the thorax from the abdomen—so 
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ample, in fact, that when it is relaxed it lies upward like a top 
half of a rubber balloon. When a deep breath is taken by lifting 
the ribs and expanding the waist-line, this stretches out nearly 
flat and pushes the organs down until one seems to be breathing 
with the lower part of the trunk. Because the upper part of the 
trunk has always been used, it is important to give much attention 
to this lower portion. Indeed, the farther away from the throat one 
thinks, the greater will be the freedom there. If one imagines he is 
breathing with the hips—even with the legs—it gives fuller release 
to the throat and diaphragm. Great relaxation is necessary to 
gain this lower flexibility, for the muscles lying over the organs 
unprotected by bones are, by their very purpose, prone to deep 
rigidity. 

Setting-up exercises, if taken with the object of stretching, 
releasing, relaxing, and bringing activity to every part of the body, 
are invaluable. They will awaken dormant muscles, and develop 
force in each part of the anatomy to which conscious thought 
extends. 

The strongest muscles will be found to be those of the back. The 
lungs are as near the spine as they are to the ribs, and the diaphragm 
is connected with the back as well as the front. That strong back 
is our greatest ally when flexible. Every singer should be able to 
breathe with the back. The great muscles of the lower back, 
when held elastically open, give the most important purchase for 
support. 

Lifting bent elbows, imagine a spreading waist-line. Think 
of opening under the arms. Think of opening the back—the 
front. Think of including all these, opening all at once, keeping 
a free, open throat the while, with a neck that will bend if you 
ask it to. Release this, and relax.into expansion again. Repeat 
this until you synchronize perfectly loose, open throat with open torso. 

Imagine your legs to be strong, hollow pillars, supporting the 
muscles which support a large column of air. Strength 1s from 
foundation upward... Imagine filling these leg-pillars with air. 
Imagine breathing to your knees—to your toes, the column of air 
open to the crown of your head the while. 

Imagine opening the very floor of your torso that it may fill 
with air. Think of the lower trunk as the hull of a ship you would 
fill with ballast. The upper lungs, front and back, will then be 
sure to fill with air and remain flexibly open, for they are in the 
direct path of respiration. 

Imagine yourself an elongated column of air from the sun to 
the center of the earth—a large open canal. | 
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A]l this involves sympathetic muscles so closely associated 
that it is sometimes difficult to engage one set without involving 
another. The problem is to use the necessary ones, all of them, 
and release the others—the same problem the pianist has with his 
fourth and fifth fingers. Separate the ideas in thought and you 
will soon separate the muscles in action. Know constantly that 
deep breathing relaxes and opens the throat, so that it remains an 
unrigid passage. 

Let the tongue lie easily in the front of the mouth, touching 
all the lower teeth, as the jaw drops loosely. 

Be able to fill the lungs to their capacity either quickly or 

slowly. 
: Make no attempt to control the breath at the throat. 

Be able to sing on an ordinary breath. 

Be able to breathe quietly as often as the text and phrase 
permit. 

As the voice is a stringed instrument bowed by the breath, 
correct breathing is a prime essential. Both volume and quality 
of tone depend upon it. Correct breathing implies the power of 
controlling the flow of air during the entire period of prolonged 
expiration. Only a small stream of breath produces the vibrations 
of a well-balanced tone. This stream, however, must be free, and the 
purpose of this first lesson is to establish a sense of freedom through 
relaxation, flexibility and active elasticity. This lesson should be 
returned to again and again, for only pliable muscles will grow 
strong. 

The lessons on Legato, Sostenuto, and Tone Control which 
follow, aim at the building-up of strength, support, and control. 


Exercises That May Be Sung in All Keys 
Throughout the Range 





*If preferred by the teacher, each phrase may begin with an initial consonant. In 
that case see Chapter XV on Consonants. 
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Handel 
Inhale deeply and easily, by lifting the ribs and opening the entire trunk 


before each phrase. 


CARE LUCI 


Let this breath float the tone. 





Martini 


THE JOYS OF LOVE (Plaisir d Amour) 


Poise a few seconds before each phrase with open trunk, that the throat 


Sing 


A deep breath releases throat-tension. 


passage may be loose and open. 


“‘on_ the wind.” 





AUS MEINEN GROSSEN SCHMERZEN (Born of a Pain Undying) Franz 


With flexible knees, let 


Let the muscles of the body relax open between each phrase so that the 


throat or vocal mechanism may remain free to vibrate. 


BREATHING 


For each phrase, swing the body open so that you may enjoy the full capacity 
of your breath. Sing from the foundation, the lower portion of the trunk, and 


the legs feel steady and firm. This establishes a sense of strong foundations. 
pour the tone out on this breath. 


Use your entire body as though it were all part of your great instrument. 





BIST DU BEI MIR (If Thou be Near) 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF BREATHING* 


Star vicino (Only smile)............... malyator Rose i. ts. yee ae H. L. 
ANSMIO "COR... Ee ee Handel (io oe ee M. 
Fiauia MIA; ‘Tamertano.... oc. fe. ow ks Handel =... «tues. tte eae L. M. 
Pietd, S1gnorE (O Lord have mercy).....Stradella.................. H. M. L. 
Marrinata (Morning).................. TOSsth:S cca cs pare oe ee ee H. M. L 
La SERENATA (Serenade)................ TE OBULS onde CAR ee ee ee H. M.L 
Fiocca LA NEVE (Snowflakes)........... Crmarat SaAce Nene ee H. M. L 
CANZONETTINGA, 30 A ee Oe ee eee Del Valle de Paz........... M 
STORNELLO. sicicsw po cee he ee eee Cimaka fcnus aoe eee M. 
CANTONETT Acc rPRiAe ws 1d ae oes Sibella’ oc oss. ect acog ae ee H. L. 
TROPPO SOAVI I GusTI (Many and sweet). Cavalli.................... H. L. 
JOLI “BURGERS 4 eon ete es See Moret? + citi? igtsos tian H. M. 
SI MES VERS AVAIENT (Were my songs)...Hahn..................... H. M.L. 
LISON: DORMAIT SY 2. Gis ats ts ee ee WeckerlitiA’.. ....ceeae ee M 

AU BORD DE LA FONTAINE.............. Weekerlinw 3 oo oan ae ee M. 
VAINEMENT (All in vain). “Le Rot D’Ys....Lalo.l. 223022 4... ss poe H. M. 
PHILLIS, PLUS AVARE QUE TENDRE........ Weckerlint7. 7 #42. eee M. 
Extase (Ecstasy) ot ee eee Duparéss orth i ee eee H. M. 
Critpuscoie (Twilight). 02s. os. Clase. Massenet os 22.5008: 2 <2 e H 

Au, MON FIs (Ah, my son). Le Prophéte....Meyerbeer................ M 
BERCEUSEDE Ii OUBLE. suc Pe ee eee Rabéyirds25 es ve cee ES M 

AIR DEL’ Enrant. L’ Enfant et les Sortiléges..Ravel........ acd « Gene ae M. 

IM WUNDERSCHONEN Monat Mat........ Schumann. 2+ ..... 5 200 eee H. L. 
AM LEUCHTENDEN SOMMERMORGEN....... Schumann .20)0% Bee H. L. 
WIEGENLIED (Lullaby)... 0.0.2 deed eos Brahnis .4 as ee ee H. M. L. 
Wipmune (Dedication)................. Franz. 3.300% ote eee H. M. L. 
Wreomniren. (Lullaby)... 005 e024 on oe Motart..si..4-008 908. eee H. L. 
Es MUSS EIN WUNDERBARES SEIN........ Liszt . 07 « oe eee H. M. 
IN EINEM GARTEN (Deep in a garden)....Wolff..................... M 

AuF DER WIESE (The daisies’ secret)..... Sinding . 6.5.32. sie eee M. 
Hark) Haekel'Tae Larkt on). te. Schubert} cis cee eee H. L. 

O MOcCHTEST DU EINMAL (O wouldst thou). .Tschaikowsky............. H. L. 

ASS WAR ere ee ie tes cy I Scena ear cae Grieg #2 Bae tat Ee eee Hike 

A* PABTORAT Ce Osteo «oie soste Rent ee eens Turner-Maley............. H. L. 
CunNNIN Lirtte THING)... °2. 02.5323 Hagerian on) See M. L. 
WHEN PIERROT SINGS..............002- Johnson ys os bls ee M. 
Nuva Bono 2:35 fk eck ee eee Orists er ere ol) cee eee H. L. 
Banuy. One. MorninG..o 2. da. se Old. English. .i0-. 2a se een M. 

At THE MAKING OF THE Hay........... Lehmann o>... Dsaccctece eae H. L. 

A Crmson- Top... oo. ee eee Granns 0. ee a ee H. 

By tHE Brenp oF THE RIVER............ Eedwards\':'s. our oe) eee H. M.L 
Tam Linac-TREE 63 .5.0c6 2 eee ee Gartlan® i) if5s usta M 

A Memory fens 3. eee eee ee FAIA fo. wish pits gee hess Ge M 

LE REES wished! sin Whey bhp ays yan ae eee Rashach% 4. cdc eae H. M. M. L 
Tun Rost AnD. THE Bree. 1. 5...4 32.3 eee Milligan. <;... <2 75 ae M. 
HADNTING PERFUME? .2.. he. tee eee Dacker ..\. ach sear ee ee M. 

May We Compriete Tuts YEAR......... Bach ..7< Piel Sop. 
Sistine “THINKING. Geo. hain glee eedd ook Fisher 0) at ae eee H. L. 


*Any song or book to which reference is made in the present work may be obtained 
from G. Schirmer (Inc.). 


CHAPTER IIT 
RESONANCE 


The breath, passing the resisting vocal bands, sets the sur- 
rounding air into vibration, including the air in the chambers of 
the head, throat, and body. The contact of these vibrations with 
the ear results in what we call tone, the number of vibrations 
giving the pitch. In view of this, the singer may be said to touch 
the listener physically as well as mentally. 

The cavities of the throat, head, and body should be flexibly 
open, so that the air may have room in which to vibrate in sym- 
pathetic response to the vibrations of the vocal bands. Resonance 
is the term we apply to these sympathetic vibrations, which produce 
the overtones—the sounding of sympathetic fifths and octaves 
responsible for fullness in a tone and a universal, edgeless quality. 
It is most essential that we experience and recognize the sensation 
of these vibrations. Think these chambers open from ear to ear, 
forward, top, and back. They are like rooms which must be 
cleared and enlarged. Being hollow above the column of air, 
they give sonority to the tone. The hard palate, teeth, and bones | 
of the face act as sounding-boards. | 

Air, filling the large column balanced firmly in the strong 
open muscles of the lower torso, circles through the open throat 
to the crown of the head. Think of this vocalized breath, as it 
passes through the head, following the line of an arch which curves 
up the back of the throat, into the top of the head and forward 
to the sounding-boards of the teeth and cheek-bones. The farther , 
back and up the line of the arch rounds, the farther forward will it 
reach, thus uttlizing all the resonators. 'Thought expands the 
imaginary arch without constraint, and thought brings the tone 
forward, amplified because it has the added vibrations of all these 
cavities. Cultivate a balanced action of the resonators in front 
of and behind the soft palate, i. e., those of the nasal passages or 
head, and those of the mouth, or vowel. Thus the power of tone 
will be augmented and its carrying quality elongated. The con- 
nection of the diaphragm with the resonators and sounding-boards 
by the column of air should in no way stiffen, tighten, or close 
the throat. When rightly understood and used, it will keep the 
throat a loose, open passage, free to make its own adjustments. 

Tone is indissolubly allied to speech, and particularly to the 
vowel sounds. No musical tone can be made without the medium 
of a vowel. It is the vowel freed from the trammels of consonants, 

11 
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that we will now consider, to assist us in building and developing 
tone. The grace of the vowel depends upon the form of the mouth- 
cavitu and lips. Focusing thought on a right concept of the vowel- 
mold forms the cavity and focuses the tone, giving it a center. 
Keeping the open throat and the head-cavities unchanged, that 
there may be balance of overtone, these vowel-molds are forward, 
under the hard palate and focused just back of the upper front 
teeth. They are flexible but firm, and although conceived in 
thought, they are formed by the inner muscles of the tongue 
and lips. Outer muscles must be relaxed so that they will not 
interfere in any way. 

At this time we will give care and consideration to the five 
cardinal vowels, a, e, 1, 0, u. I use the Italian pronunciation, 
because the English pronunciations of most of these have a hint 
of the diphthong and, therefore, are too involved. Roofed by 
the flexibly raised palate, the tone vibrates in the cavern, and is 
governed by the forward position of the tongue, which, together 
with the lips, forms the vowel. The jaw hangs loosely from its 
hinge as if it were floating. The tongue, lying easily forward, 
keeps a focal point at the lower teeth, and firmly forms each mold 
from that point. When I speak of a “‘back”’ position of the tongue 
I use the word relatively. For all vowel positions, only the front 
half of the tongue is used. ‘Tongue-positions for the cardinal 
vowels are: 


i—as in be—high front tongue. 

e—as in lady—mid-front tongue. 

a—as in ask—low middle tongue. 

u—as in gloom—high back tongue, with lip modulation. 
o—as in tone—mid-back, with lip modulation.’ 


Feeling, sound and sight (use the mirror) are necessary to 
make the adjustments of these forms smooth and definite with- 
out any interfering muscular effort. At first, unaccustomed to 
respond to intelligent directing, the muscles may seem awkward 
to handle, but with persistent thought and practice they will 
become quickly responsive, and increasingly strong and firm. The 
jaw, tongue, and lips will finally be able to function indepen- 
dently and will codrdinate and codperate. 

The cardinal vowels should be practiced every day, so that 
balance of resonance may be evenly developed. One will help the 
other. The open throat and rear resonance, amplifying the o and 
u, must be kept in the i, e, and a. The forward “‘ping’’ or head 


1Read Chapter XIV on Vowels. 
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resonance of the e and i must be kept in the 0, u and a. The 
initial sensation and balance of this resonance in its fullest capacity 
must be kept while gently moving from one vowel to another, or 
from one pitch to another. The floating, relaxed jaw should drop 
elastically and easily as the mold slightly expands for a higher 
pitch. The timbre or quality of the voice depends upon the size 
and shape of the resonators, together with the temperament of the 
singer. This gives individuality to the voice. Keeping the upper 
part of your instrument, the head-cavities, always open, whether 
you are singing or not, should become a habit. You do not have 
to climb into this nor press out of it. The lowest as well as the 
highest tone swirls and floods through and out on an even line. 

The sensation of vibrating air, swirling through the reso- 
nance-cavities, is often developed on the sounds of m, n, and ng. 
The sounds of these three consonants, and the positions taken for 
each, must be very clear in the mind of the student. The lips, 
gently closed over a loosely hanging jaw and open cavities, forms 
m, and this sound serves to start the vibrations on the upper 
stream of breath, the closure of the lips completely checking the 
lower stream. The jaw hanging open and the tip of the tongue 
lifted to the hard palate just behind the front teeth, with slight 
pressure, forms n. This sound arouses the added vibrations in 
the mouth-cavity. Alternating these two sounds without any 
distinct vowel sound at all, on a gentle hum of the vocal bands, 
produces a continuous swirling of vibrations that fills all the 
resonators, and may be prolonged, increased or diminished at will, 
without strain on the vocal mechanism. Particular care should 
be given never to tense the muscles at the back of the tongue, ~ 
because the back of the tongue is the front wall of the throat and, 
therefore, must be given complete freedom. No singer can afford 
to have tension in the throat that in any way interferes with the 
free vibration of the vocal bands. Breathing through the nose 
with the mouth open will give the position of the gentle contact 
of the tongue with the soft palate which forms ng, and this sound 
sends the vibrating breath through the cavities of the head. This 
position should never be confused with n and m. 


Preparatory Exercises 


Be able to sing with the lips closed—m—with open cavities, 
and feel the swirling sensations in the head. Move from one 
pitch to another. 
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Be able to alternate m—n—m—n (with a slight i sound 
between as the lips and tongue change). 

Be able to sing the ng as in sing. 

Supported by breath, these exercises clear the head and help 
to “‘place”’ the voice. Follow these sounds with a cardinal vowel, 
keeping the direction and “ping.” 

Intone mean, main, mine, moan, moon, which combine the 
swirling of m and n with each cardinal vowel, giving equal length 
to each sound. 


Jaw and Tongue Exercises 


Point the tongue out as far as it will go easily. Alternately 
broaden and tense the muscles of the tip. 

With dropped jaw, point the tongue just back of the upper 
teeth. Alternately broaden and tense the muscles of the tip. 

With point of tongue of focal point, i. e., just back of the 
lower teeth, alternately broaden and tense the muscles. Keeping 
the focal point, be able to raise the sides of the tongue (cortex 
muscles), the center remaining relaxed, and then relax them. 

Slowly tipping the head backward, allow the mouth to fall 
open, concentrate on the sensation of relaxation directly under 
the cheek-bone, rather than on the jaw itself. Lifting your head 
to upright position you will find that your jaw remains relaxed. 
Soon you will find that your jaw remains relaxed without moving 
the head or opening the mouth. 

Discover the possibilities of resonance on phrases of 2, 3, or 5 
notes and then apply them to the following exercises. 

Be able to sing the exercises given on “Breathing,” as well 
as these, with resonance in your tone. 


Exercises That May Be Sung in All Keys Throughout the Range 
Using e, i, a, 0, and u with Each Exercise 
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My Fair One) Caccini 


AMARILLI MIA BELLA (Amarillis, 


Form the definite vowel-mold i, with pliable, plastic lips, and high front 
tongue, focusing it in the center of the arch of the hard palate, just back of the 
upper front teeth. Pour the tone, amplified by the swirling, sympathetic vibra- 


tions in the open resonance-cavities, into the vowel-mold. 
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MIGNONETTE Weckerlin 


Notes of short duration, as well as of long, must have complete resonance. 
The following exercise should be practiced slowly, until each tone has equal 
balance of overtone. Imagine you are leaning into the forward vowel-mold, 
but do not push the tone. Keep all passage behind and over the vowel-form 
free and open. Let the vowel-form be the mid-front position of the tongue e. 





SANDMANNCHEN (The Little Sandman) Brahms 


Sing from the lower trunk. The open column of air will then connect the 
diaphragm with the resonators, and the tone will pour easily into the firm 
vowel-mold. The loose, open throat will thus be free to make its own adjustments. 

Using the vowel u, keep the tip of the tongue in a relaxed position at the 
lower front teeth, and let the center or “back” of the tongue be high, while 
your lips form the mold. | 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF RESONANCE 


SEBBEN, CRUDELE (Though not deserving). .Caldara................... M. 
Dimi, Amor (Tell me, love)............. NRC cole sce M. 
NINNA-NANNA TOSCANA...........0000055 PRUETO Se bois oe ate ee ees M. 
ENVITATO ALLA DANZA..............020055 Bes pinnlc.ee. oun oc ceed M. 
No, NON EB MORTO IL FIGLIO TUO. Quattro 

EL Re AS 6 Os ae a Hespignts... Wor. os eee a M. 
La MAMMA E COME IL PANE CALDO. 

ES LUN Ae i eee PRESDICHIC sets 5 Te cenit carat > M. 
2 Re RSSPMs or ee Pea M. 
EE ne ea eee ee ee Cambakacscp sn eee aa M. 
MEnTIMAR, CANZONE. ow. ce ec wee tees EMSREL GOI er cecpe ke a viene me H. L. 
IN QUELLE TRINE MORBIDE. Manon 

ee ee PHCCINES, «<6 te,ce.. Po Rae H. M. 
LA MAISON GRISE. Fortunio............. INLGSSR DCR. S ceceee osha 8 7 ee M. 

O SI LES FLEURS AVAIENT................ Niassenetse 7 Mork fee. See ne H. H. M. 
Av RossIGNoL (To the nightingale)....... CLOUnO 79 Sy ea fee aces. es. H. L. 
QUE DEVIENNENT LES ROSES.............. PAUL. aha Geta Oe. M. 
MUEETORESID TL) Co cc ee ew she es DUP SEG fen ee ee es Ot ee 
SSE ee GChabrietia-acy. ae. fi ee ae «.M. 
VIEILLE CHANSON ESPAGNOLE............ ai Lele doit o cemae ek ee ee Ree M. 

Der Kuss (The Kiss)................... Beethovenge ss] totes Ao. ts H. L. 
Das Ligep peER Trennune (A Song of 

RI Pee ols ve a8 es cleo s bes 3 Mozart: Cte tee. ces ..M. 
Aur FLicetn pes Grsances (Maid of 

ee eee Mendelssohn.......... eo, HSL 
Woumeiep (It is ordain’d)............... Mendelssohn.............. H. L 
ES a EranZ tee ee eee H. L 
Es Hat pig ROSE SICH BEKLAGT.......... rang cee ee ema de H. L 
RUMI IMGRUSST. 5... ee ee ret SL EYE U OLS ee ates rea SO H. L 
EE oe Seb ese es SOHMUMISNINGE. ot ci 2 en oe oe H. L 
Kern Wort von pir (No word from thee)... Tschaikowsky............. H. L 
Dre LigBE HAT GELOGEN (When love has 

ee gee ero Ss tee eo PAZ ee. pee ke es H. L. 
Jesu, Let Me Finn THEE............... Bacliekreawee ac Pa En. oct es Alto 
SSS i Schubert arses ar dete H. L. 
WHEN THE Rosrs BLooM................ Rerchardtie.. : ac. ok oe H. L. 
ee ae re LUBY Cr MURS MES Shee oi 5 oe H. L. 
meMeEDEN FHOUGHT.................0.. ROSS tegen. Lyte a ee oe H. L. 
Tue Rose ENsiLAveEs THE NIGHTINGALE... . Rimsky-Korsakoff.......... M. 
oem Lirtrte Rep LarK.................. Oldvlrish®, beet: as oes Foctx H. M. L 
[ee SOLDIER S DRIDE.............050.0% Rachmaninolia,..< 2. ofa M. 
PeIEOMIERMAID'S SONG.............-..0-- Slane dees oe es we ee ti M. 
Swine Low, SwEET CHARIOT............ Are. by; Burleigh) Ae. H. L. 
Like Music ON THE WATERS............. VV ACES vetting eee a er cht Sel on J: M. 
BoHEMIAN CRADLE-SONG................ SCUINCler Laer ne ees M. 
BORMMEIM@P LOWERS. 6... 0.000 e ce ween. Bassetti stir eam Teh. H. L. 
My Sprrit Him Descrigs............... LS al nth Nee eee Reema Ee o Alto 
Looxine-Guass RIvER.................. CAT DONE one ce ete che M. 
as) ee poe. . Ss ek Dyofak-Fisher) a¢.< |<. 200 H. M. L. 
re i on gd od ns (Srieg WS se eee ss aot bas H. M. 
MEOW) LUAMENT..... oe cc ws te eee Dewi ee ee er nee H. 
ys SE a a ee Meta Schumann........... H. 
Tue Littie Pic (Song from the Vermont 

Ne oe i es een Rs yee 2 Arraby Hughes’. 5 250% M. 
MMLUETABYE.. . o5 <5 os «Pals ee a Lester socks. ES: SPE . H. L. 


Re eerie, eae ee ETk 7 hee SE ORM ee ar Se M. 


CHAPTER IV 


ARPEGGIO 


The Arpeggio may be considered the skeleton of the musical 
phrase, for it is the singing of a given chord, one note at a time. 
The singer is always either singing one of these notes, or the 
notes which join one chord to another. If he knows something 
of the laws of harmony, he will hear the chords and their progres- 
sions in his mind’s ear, and so be able to anticipate his phrase 
and sing with consequent authority. This musical sense, relieving 
the tension of uncertainty, improves the tone, as it lets the student 
know not only where he is, but where he is going and why. 

All notes should pour out on one line, that the voice may be 
one and entire, flowing from the top to the bottom of the indi- 
vidual range with uniform quality. Once the phrase is started, 
it should be as a single substance, one piece of material, without 
change of texture, to the last note. The top tones, as well as the 
low ones, must have the richness of bodily resonance and sonority 
which result from the security of deeply controlled breath. The 
lowest tones, as well as the high ones, must have the brilliance 
and vitality which the head resonance and the forward vowel will 
give. The two ideas—support of all and resonance in all—produce 
a unit of sound from the lowest tone of the range to the highest, 
freeing the vocal apparatus for its own work. This unit of tone 
eliminates all sense of distance between the notes. 

It is important to cognize and re-cognize vocal values; to. 
keep the good in a tone while adding a good new idea. A “white 
tone’”’ is produced when using the front resonators only; a dark, 
foggy note, when using the rear and mouth resonators only; a 
nasal tone, when using the nasal resonators only. Each of these 
resonators and cavities should play its part; while the discerning 
student will strive to codrdinate them all and adjust them to a 
right balance. The farther back the resonators are used, the 
farther front should they be used, following the line of an arch 
through the top of the head. 

The student is his own great teacher. He makes his own 
concept of voice and then produces the voice, but this concept 
may be raised by valid criticism while listening to the tones of a 
great artist, hearing in them the principles underlying correct and 
perfect tone-production. Holding these in thought, he improves 
his own ideal and unfolds his natural endowment in that direction. 
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His instructor in singing may guide and counsel him, and raise 
his ideals, but the work to be performed is his own. 

Many forms of arpeggio may be used to good advantage in 
developing the voice and putting the principles of tone-production 
into practice. The minor as well as the major arpeggios should 
be used. In songs, the direct line of the arpeggios is often broken, 
and sometimes the “link’’ notes are present. The cases I have 
chosen will enable the student to prove the principles and develop 
his tone. 


Exercises That May Be Used in All Keys 
Throughout the Range of the Voice 


Using e, i, a, o and u with Each Exercise 





DIE EHRE GOTTES AUS DER NATUR (Worship of God in Nature) 
Beethoven 
Open the torso without crowding the throat, so that the column of air may 
give the richness of bodily resonance to the top as well as the lower tones. Use 
the breath plastically, from the lowest regions upward. Float the tone on this 
breath. 





20 SONG, THE SUBSTANCE OF VOCAL STUDY 


EPISTLE | Schubert 

Open the chambers of the head and mouth plastically, without interfering 
with the throat or tongue, that the lowest as well as the upper tones may have 
the brilliance of head-resonance. Let the tone pour out on one line. 





RITTER KURTS BRAUTFAHRT Wolf 


Adjusting with ease the open instrument, let the tone flow out on an even 
line, neither climbing up nor pressing down. The loose, free throat, by its own 
law, will make all adjustments of pitch. 





WALTER’S PRIZE SONG (Die Meistersinger von Niirnberg) Wagner 

Once attacking the tone, let it flow out as one unit from the beginning to 
the end of the phrase. Make use of the bones of the hips and the strong muscles 
of the back to steady the column of air. 
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DER SCHMIED (The Smith) Brahms 


Allow the vowel-mold to be elastic, although firm, that it may expand 
slightly as the instrument opens for the upper notes. 





IL EST DOUX (He ts Kind) ‘“‘Hérodiade” Massenet 


Sing the passage, vocalizing on i and e. Keep the rear cavities free and 
open so that the tone may be amplified before it flows forward to the focal point 
in the vowel. The tongue-position is high front for i and mid-front for e. The 
tip always lies just back of the lower front teeth easily. 
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DIE JUNGE NONNE (The Young Nun) Schubert 


Sing o and u, thinking a forward concept of the vowel-mold, formed by 
the lips, so that the tone may be free to resound on the sounding-boards in the - 
mask of the face. The tip of the relaxed tongue, whose position is high back 
for u and mid-back for o, should have its focal point just back of the lower front 
teeth, while the lips firmly form the mold. 





CHE FARO SENZA EURIDICE (Orfeo) Giuck 
Match each tone in resonance and in vowel sound. . 
Imagine that the tone leans on the focal point in the vowel; this idea, sup- 
ported by a deep, easy breath, will produce a steady tone. 
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Schubert 


DER JUNGLING AN DER QUELLE 


AOS 


In all the cases occurring in this Chapter, see 


a OD 8 


Sing this exercise with i, e and a, keeping all the rear cavities free and open 


This problem presents the case of the portamento, i.e., the gliding from one 
as in o and u. 


As you sing this exercise, notice that you are singing the notes of the under- 
note to the other through all the intervening notes. 


lying chord, one note at a time. 
that you are able to tell whether the underlying chord is major or minor. 
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THE CRY OF THE VALKYRIES (Die Walkiire) Wagner 
What is termed a “high” tone needs more room, not only in the torso and 

throat-passage, but in the resonance cavities as well. Imagine the line of the 

arc curving up the back of the throat and head before it arches forward, through 

the top-most resonance cavities, to the sounding-boards in the mask of the face. 
This case, also, presents the portamento. 





_ ARPEGGIO 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF ARPEGGIO 


ALL’ acquisto pi GLoria (To win glory)...Scarlatti.................. M. 
Pietd, S1cnore (O Lord, have pity)...... SLIRCCLIAG ieee fas Go Po oa H. L. 
A SERPINA PENSERETE (On Serpina think). .Pergolesi.................. H. L. 
DEH, VIENI NON TARDAR. Marriage of 

I oe See ee eee de ses MM OZAIUs ee te eth oe eee Sop. M. 
MADRIGALE DEL RinascimEenToO ITALIANO. . Floridia................... Sop. M 
MIILICATO 2, we ect ee wee Woil-Kerrarts:.. 5%. cwcet ee H. L. 
SE tee SS. hs e's a hk bn § Manseney gett icc css oor re H. 
CHANTONS LES AMOURS DE JEAN.......... Weekerlinttws.:. 25. i. M. 
Cuanson Triste (Song of Solace)........ WAS Cr ma ae oe res ce H. L. 
Marine (A Sea Dream)................. EAOet ate co. Poet. H. M. L 
AMooR, VIENS AIDER. Samson et Dalila... .Saint-Saéns............... H. M. 
Voici QUE LE Printemps (Comes the 

a ee Claude Debussy........... H. M. 
gS Claude Debussy........... H. 
Les Larmes. Werther.................. Massenet .. . vars. « oo E: 
ee CHW DErE Ss: Cais Ue ae ees, H. L. 
Meet 11s the spring)...........i.... AE) UL I Bee as Se ea H. L. 
AN DIE VEILCHEN (Toa Violet)........... BIRUMSe. we wo ee eee H. L. 
An pie NacuTica.u (To a Nightingale)....Brahms................... H. L. 
VERGEBLICHES STANDCHEN (The fom 

Ee i ee Brahmsize $2.7- Joeicy «0s i - H. L 
Das MApDcHEN GING DIE WIES’ ENTLANG... Weber................205: M. 
Drie BLAUEN FRUHLINGSAUGEN (The bright 

ce, ce oc es ce dt wee ERNE a ete eee. eae H. L. 
AcH, WENN IcH pocu (Ah, were I)........ HIANE gOnOUGe he ee ee H. L. 
Breit UBER MEIN Haupt (Thy wonderful 

ec tse se ceases Tee LIANSS SoG kite ost hc a H. M. 
Dicn THEURE Haier. Tannhduser........ WUAQNET LS ce ees tent me te Sop. M. 
Ertnnerune (Remembrance)............ Brabmisteb 22-8. fes:, che: H. L. 
a SEnnperl, 2217 ec ie. ‘H. L. 
MRE cfc. ss aie es lee eee eee DY ACTS. eee cri eeenne sos sce H. L. 
PUM OANG .. 00.5. le ee CG WATCSR TE tmnt rk, setae fax H. L. 
SS SiLbertav. . oan ee ee H. L. 
TE oe ec ck ee cee ese tnecee CV Ie oe eee ee H. M. L. 
0 PS ARSEUE EES Pee hs. fee Fe H. L. 
MIMEEEEPEET 05 nn. eee wee ee nee CAREY ra ee ee eee H. M. 
SE Woodman s. <tcices csle ne H. L. 
MUMPMIPR VIOLET. . 1.0.50). ... 0.0. 2c ence Grevor. ata hese cet H. L. 
Nn oe oe on die tve eee ene Bs ay DRE ORS TEN e erent H. L. 
hs esc hd oa em eee bs XTICE Pt ee oe ce ak ese H. L. 
Re ees. bea e eee ees Peehiinant ees ieee ies ee H. L. 
ES OE ee Lehmanne 6.6 5sis be ews H. L. 
Bemewarm a0cKkoo Far..................- UNAM ee ol ema fee erie H. 
I ek de ee ede es SELES TER yee its te ei eB oie M. 
UMPRUMAMOSMNGER, .......0...0.0000ccne- BSNS ee ee eC ee H. M. L. 
ne Mulertete co. eee ener... H. L. 
My Lover ts A FISHERMAN.............. Strickland Mee. 4 Be H. L. 
Litre Star (Mexican song)......,4..-... Arr by La Forge: : 7.25 3. :. H. L. 
Sprinc, Drop a Sone Intro My Hears. .' Fenner 120... en H. 
Ee i sk a oc aele e e Mae es Rachmaninoff............. M. 
Love Went a-Ripine................... alate aes eRe pen Se Rear H. L. 
Come Tuovu at Nicut, My Love......... WOGRLS 7.89 es a ns et H. 
LR a he a Ruchanen 4575 2 os H. 


CHAPTER V 


SCALES 


The Almighty Scale! Nothing is more important than the 
scale to the singer. The chord tones, together with those “linking”’ 
them together, form the scale, and should be practised every day. 
It is this drill that points out the immediate need demanding the 
student’s attention. Sing it slowly; sing it in a medium tempo 
(often the most difficult); sing it rapidly; sing it softly; sing it in 
a full, frank voice. It gives the opportunity to prove the out- 
going line, the even vibrations, and the steady vowel throughout 
the singer’s range. Each note must match the other in power, 
tone, and form. 

Whatever vowel the student is using and improving may be 
considered the center of a word. It certainly is the center when 
he is singing with words, and unless he is at home with every. 
vowel on every pitch of his range, he will not have perfect pro- 
nunciation. When singing i and e he will often feel the first 
sensations of head resonance—the “‘ping”’ that gives life to the 
tone; o and u will make him conscious of the open throat and 
roundness of the rear resonators; a is often the most difficult, 
for it, at first, has not much of either virtue, while at the same 
time a very little of both, and for this very reason, it is sometimes 
the easiest vowel for many. The work to be performed on scales 
is to keep the open throat and rear resonance for the e, i, and a, 
and to keep the forward ping and head resonance for the o, u, and 
a. It is an individual problem, but each student must find the 
balance that will maintain the maximum of roundness and brilliant 
resonance with the minimum of interference. 

Another problem to be performed is to keep the air vibrating 
in all the top resonators throughout the scale and range of the 
voice, and to keep the firm support of the body throughout. For 
the combination and balance of this “top” and “‘bottom”’, imagine 
you are going up when you descend, keeping the vibrant quality 
all the way down. Vice-versa, imagine you are going down when 
you ascend the scale, keeping the firm support under every note. 
As you ascend, you support the tone; therefore, as you descend, 
you must also support it. As you descend, you keep the top 
vibrations; therefore, as you ascend, you must also gain the head 
vibrations. 

This counteracts the subconscious tendency to think of pitch as a 
locality or position. It will establish the security of the out- 
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flowing line and enable the adjustments of the throat to be easy 
and silent and the resonance mechanism to find its own active, 
right balance. 

The trick 1s to keep the column, which includes the unrigid 
throat, open from the flexible, strong legs to the crown of the head. 
This frees the vocal instrument, operating in response to mind 
and its own law. If you aim to finish the phrase with an open 
clavical, your breath will remain unexhausted. The breath will 
serve your tone and you will be ready for an instant refill. It is 
an excellent practice to poise at the top of this refill, for a brief 
period, that the muscles at the waist-line may strengthen as they 
hold open, and the throat be released of any tension. 

Singing the center of each tone, to clarify the intonation, 
makes a clean-cut scale. The physicist tells us that the scale of 
the mechanical instrument does not agree with the natural scale. 
The natural scale presents fourteen, instead of thirteen, half-steps 
to the octave, and that makes a shade of difference between C 
sharp and D flat, for instance. All scale work, particularly the 
chromatic, is invaluable for adjusting the singer’s ear and mind to 
the mechanical instrument, and for fixing the exact intonation. 

Be able to sing the diatonic scale. 

Be able to sing the minor scale. 

Be able to sing the melodic minor without the piano. 

' Be able to sing the harmonic minor without the piano. 

Be able to sing the whole-tone scale without the piano. 

Be able to sing the chromatic scale. 

The following problems are scales as they appear in a few 
songs. They give the opportunity of applying and of proving 
your understanding. What we cannot prove, we do not understand. 


Exercises That May Be Used in All Keys 
Throughout the Range of the Voice 
Using e, i, a, and u with Each Exercise 


Diatonic Scale 
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Minor 


Natural Minor Melodi 





BERGERE LEGERE (Capricious Shepherd Maid) Arr. by Weckerlin 

When using this down-going major scale, vocalize using the vowel e. The 
forward tongue releases the throat and frees the vibrations. Bring the reso- 
nance of the first tone down the scale by imagining you are singing up the scale. 
Allow no change in the vowel form. 





TRE GIORNI SON CHE NINA (For Three Long Days) Pergolesi 

Using this up-going minor scale, vocalize with i. The firm, forward vowel- 
form should not interfere with the vocal apparatus. Attacking the tone from 
the open waist-line, keep on that firm foundation by imagining you are singing 
down the scale as you ascend. Let the breath pour out on an even line. 





9 < 1s = 


HE SHALL FEED HIS FLOCK 
COME UNTO ME 

Allowing no pressure on the throat-mechanism, keep the vocalized breath 
of the lower tones flowing into the forward vowel positions with the same sensa- 
tions felt in the initial attack. Free the tongue and jaw as you vocalize on a. 


(The Messiah) Handel 


SCALES 





Purcell 
The 


Prove the unity of your scale by keeping an even color throughout. 
steady vowel-form, and even flow of breath into this plastic form, enables you 


to match each tone. 
0 





SHOULD HE UPBRAID 
SEGUIDILLA (Carmen) 


The minor scale must be as fluent to the singer as the major scale. 


learning tone-production, develop the ‘“‘feel’’ of the minor scale. 


1 
Oo 
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THERE’S NOT A SWAIN ON THE PLAIN Purcell 
Here, a minor scale is immediately followed by its relative major scale. 
This case affords an opportunity of practicing the quick, half-breath, or 

the “suspended” breath. 

Practice this case on ¢, high middle tongue position. (See Chapter XIV, 
on Vowels.) 





HABANERA (Carmen) ‘ Bizet 

The chromatic scale is invaluable for adjusting the ear and mind to the 
mechanical instrument. Vocalizing with a let the tongue flow easily forward 
to the teeth. The palate flexibly high that the imaginary arch may have a 
free, high curve. The focal point of this vowel, also, is just back of the upper 
front teeth. «¢ 





ABSCHEULICHER! (Fidelio) Beethoven 


Sing this exercise slowly at first, with an ear to correct intonation. Ascending 
the scale, it must be remembered that what are termed “high” tones are not up. 
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They only need more room. Open the waist-line and the entire column of air, 


and expand the arch and the vowel-mold, so that the flow of breath may have 


free passage. 








SONG OF INDIA (Sadko) 


Rimsky-Korsakoff 


Lean on the imaginary focal point of the vowel and practice this exercise 


ly open. 


ive 
Let the tone be focused so that the intonation will be precise and clean-cut. 


keeping the throat loose and expans 


wels, 


with each of the cardinal vo 


» 


‘ned 4 SERS © 


- 
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ROSE HOW CHARMING (Zemire und Azor) Spohr 

The open instrument is ever in readiness for the high tones and the relaxed 
instrument is always ready for the low ones. In this scale-passage use an 
actively relaxed instrument and forward vowel concept. 









) JE EE Es ES 
a ee ee Ee ee Se] 











oa. 
ww or ili! @y  ¢ 






20 ee | en 0 ee eee : 
3 4S Ue al it, | lle eal ee SA a = Se 
aA 2 a i} 
tena 





ROMANCE Debussy 


This whole tone-passage gives the opportunity of perfecting the tone and 
adjusting the ear to the modern ‘use of this scale. 





LE SOIR (Evening) Fauré 


Removing all interference from the vocal apparatus, it will, by its own law. 
respond to the thought of the whole-tone scale in this exercise. 

Practice this case using the vowel 9, high middle tongue, with lip modula- 
tion. (See Chapter XIV, on Vowels.) 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF SCALES 


RAGION’ SEMPRE ADDITA (How dearly are 


prized) Sol ae facets tee eae eee at Stradells 9: 35 ee ee M. 
UN CERTO NON SO CHE (Some one, I do not 

know who)... sae eee hs Vivsldicd =: Jee oe eee H. L. 
La Cotompa (The Dove)ocu.. 305. ae Arr. by Schindler.......... M. 
CANTO Di. PRIMAVERA... 0. eure et) 3 eae COTS rae i are, See H. 
L-INSANA, PAROLA,< “AldG si =. oh ce Verdis Uh 4%. madras 6 ee ae H. M. 
STORNELLA TRICE » Ganu.sis ser ee aide a oe Respig hicincs «< haca oe H. M. 
BELUA PORTA DI RUBIN: oo. ns <a nee en Respight = S35 ee H. M. 
Nupnin (Mists) 2S ce cee oat ae Hespign ceca oe a ee H. M. 
NAsCE AEABOSCO>: “AMG... ck ade Handel ee H. M. 
EELEGED Wane nen ic eae Oa a ee teoks Viersseneter ie ier, ee cae H. M. L. 
SONNE AMOUR 7 oe fh soo eidl «co ae pees ae Thomas. #2. oes. eee ee H. M. 
NBL ark te ee eee oe oh ER ee? Faure ower, . hice ieee ee H. L. 
MUANDOLINGS 3c ete ec eee. « Hauré. £20 2 eee M. 
NANNY = woslezs ott ote ts err er oe ets oe as Chausson S.C acon Coe H. M. 
Lamentro (Lament}in. estas ee Sooke Duper. 3 eae M. 
Breau Sorr (Evening Fair)............... Debussy.ccgnge. tae ese H. M. 
IL PLEURE DANS MON ca@uR. Ariettes 

ublibes MOST... kik ae a ae Ee Debussy. ss ee H. M. 
GREENS yAguarelles es a et ee oe oe Debussy? os .o 7 ee H. 
Ua MORT DES AMANTS oir soa eae oe ee Debussy... ds se ie H. M. 
MIT EINEM GEMALTEN Bano (With 

painted ribboniee ao cea ee nee Beethovens.. 2. 4: “cece H. L. 
Das Macut DAS DUNKELGRUNE LauB 

(Darkling Arches}. ce weak. eee ee can Franz i A) cakiaed 2 ee H. M. L. 
VERBORGENH EET es ik os parece abe Franz 30 ee ee M. 
AM LEUCHTENDEN SOMMERMORGEN (I 

wander this summer).............5.07%.. Prange W333. che a ee H. L 
ALLE DINGE HABEN SPRACHE............ Wolff...3 cers os eee M. 
IMMITTEN DES DBAULBES foe. eas ceie kee eke Tschaikowsky.)2.44..1.0 no M. 
PPATIEN' (Utaly eo otaeates eee ene Mendelssohn.............. H. L. 
Der BLumMenstrRAuss (The nosegay)...... Mendelssohn «2.01005 2 Das H. L. 
Was nun (Wherefore)................... Tseharkowsky.. . 5. ..0. Goce H. L. 
Tat NiIGHTAWIND 278s thom ae cee Farley... eee ee H. M. L. 
Ir Was a Lover anpD His Lass........... Morley<.25 >. rast ee ae H. 
SERIPORT SINGS oni sc ee oe ede Watts. 052). 0. eee H. M. 
Gop 1s Ever SUN AND SHIELD............ Backs 77>, ns ee Alto 
Atorrin Wena. atc Avan ato od ete Hageman. Ain. caee eee H. L. 
My Lover He CoMEs ON THE SKEES...... Clough-Leighter........... H. L. 
Comp, SWEET MORNING.........6....00.- Arexby (Al Ls oe ae ee H. M. 
SONG OF THE SHEPHERD LEHL......... ’... Rimsky-Korsakoff.......... M. 
SINGING GIRL OF SHAN... 2... ccs eee us Barnette isi tunes oe ee M. 
Spring GREETING (A waltz song)......... Brown 32.) 6) eee H. L. 
Tue Bonny Weer Mark (Irish air)........Arr. by Hughes............ M. 
NIGHTIA FALLING © 2, <-s thsoe Geen bier Haydn-Viardot............ H. 
T'nis Boos. oF HOURS 6s, 02.) 6. oie oe Grriffes .*. 5. 7. Gaara eee H. 
THE MaJA AND THE NIGHTINGALE........ Granados). <2.-25 ee M. 
CHARMING CHLOE 5..,.i0's ccc sks >, we eee Gerniane........ 0. ee H. M. L 
APRIL RATE UWE. ns oa ee ee Ro ee ee H. L. 
Sakura’ BE LORSOM WI. 3. or? een eee te Rogge led cae ee ee H. L. 
Tam FisHer’s: Window. 0.) see oe Wad wards’... 2 0.4 ee H. M. 
CHILDREN OF THE MOON...........2006 NV EETODR i. oo so ee H. 


CHAPTER VI 
LEGATO 


Legato—“bound’’—singing implies one steady, smooth tone 
prolonging itself until, with a delicate touch, it connects with the 
one following. In order to attain this beauty of line, the student 
needs to achieve an ever better understanding of breath control. 
More of his muscles must be freed and induced to become active, 
and all of them must increase in strength. 

As every bit of the breath used must be converted into tone, 
very little, really, is required to vibrate the bands. This little 
must be free, however, with all the weight of control thrown on 
the strong muscles of the lower trunk to relieve the throat of the 
least tension. But the breathing apparatus, thus completely 
depended upon, sometimes refuses to respond at all. The relaxing 
of the throat often relaxes the whole instrument. Encouraging 
the diaphragm into performing its work again, the throat fre- 
quently tightens sympathetically, and the vocal bands emit no 
beauty of tone! All is stiff and rigid. Let us consider the breath- 
ing mechanism as the Cawse, and the vibration of the vocal bands 
as the Effect, the first to be active with energy, and the second 
free of all undue tension. The human mind is reluctant to think 
of two entirely different actions at the same time, but persistent 
right thinking and daily practice will finally reward the earnest 
student, and the result will be a friendly codperation and a happy 
codrdination between these two seeming belligerents. 

Physics teaches that Nature abhors a vacuum. An open torso, 
like an open jar, becomes automatically filled with air. As long as 
the student has the power to hold the ‘“‘jar”’ open, so long will he 
have plenty of breath. The ability to regulate this power, allow-_ 
ing a slow collapse of the muscles of the lower torso, is what we’ 
mean by “breath-control.”” The ability to support the open 
column of air so that it may reach the resonators without cramping 
or crowding the throat, is called “‘breath-support.” This “‘open- 
ness’ has a balaneing effect on the impetus of the attack from the 
lower foundations, acting as a shock-absorber, so to speak, while 
the strength of the pliable muscular back, connecting with the 
bony structure of the hips and the lifted ribs, plays an important 
part in the process of simultaneous tension and relaxation. 

Safe athletic training is slow and gentle, and so must vocal 
training be. Correct thinking, assiduously applied, develops com- 
plete ‘power over the muscular system, operating from below 
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upward. This correlation of mental and physical strength must 
grow so firm that it cannot be jarred or even lightly influenced 
by fear, doubt, surprise, or any emotional confusion, either with- 
out or within. Breathe slowly, intelligently, and thoughtfully. 
As you gain strength you will avoid trouble with the vocal chords 
and be spared all bother with breaks, registers, or weak spots. 

Be able to expand by relaxation the lower and the upper 
parts of the trunk; rest in this position, the throat open without 
tension the while. 

Be able to hold this position fifteen seconds for ten consecu- 
tive times. 

Be able to increase this period to twenty seconds, for ten 
consecutive times. 

Be able to move the neck, head, trunk, and arms plastically. 
While doing this, always allow no tension to lay hold on the 
open throat. 

Be able to come back to the easy, deep sigh. 

Be able to pant easily and quickly, as a dog does. 

Be able to exhale slowly over a period of twenty seconds, 
resting at the end of each breath before inhaling slowly again, 
and repeating. 


Exercises That May Be Sung in All Keys 
Throughout the Range of the Voice 





DREAMS Wagner 

_ Balance the open torso, filled by a law of nature with air, on the flexible 
and firm foundation - of the strong legs. From this foundation, bind the tones 
of each phrase in one smooth line. 
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Munro 


MY LOVELY CELIA 


Imagine that the focal point of your vowel concept arches from one tone 
to the next, as a horseback rider leaps hedges and streams across country. 


This delicate “over” touch, will bind one pitch to the next without the blur 


of a slu 


Tr. 





WIE MELODIEN ZIEHT ES MIR (At Times My Thoughts Come Drifting) 


Brahms 


Imagine you hang alertly and loosely on a long line, stretching through 
your human instrument from the sun to the center of the earth. This perfect 
frees the shoulders and opens and frees the underside of the vocal apparatus. 


balance allows the body to support itself. It opens the chest as well as the back, 
You will then sing with perfect continuity. 
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Saint-Saéns 


Adjust the strong open muscles of the body and the continuous, smooth 


MY HEART AT THY DEAR VOICE (Mon ceur s’ouvre a ta voir) “Samson 
et Dalila” 


So will you 


out-pouring of breath from below, which must ever feed the tone. 


avoid all jerks and breaks. 


[tt 
aa 
al 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF LEGATO 


ES SE He i ae SICK eee ea, ok cc M. 
O socca poLorosa (O mournful lips)...... TAL e © RM gh) Rare meow H. L. 
CaRO LACCIO, DOLCE Nopo (Dainty 

ge irae Sa isaSPalilile ee. fe eee ts eS M. 
SELVE AMICHE (Friendly forest)........... Galdarh 5940251 eae eee oly H. L. 
SeOMiime SOUFFRANCE...............-020: Leéenormand i260 as sis Se M 
VENEZ, AGREABLE PRINTEMPS............ IVY COPIA io 0 aie bik Gl eos M. 
EE Es cc Ws iin e poc ee ces LED viighey ont Pa apane ay aa age H. L. 
ET PRS ae ee da cee Rhené-Baton.............. M 
IAS ae SETeTNISOU 4 o; ..cotte ley brs M. 
ee re ECV itd Seg) Bak 7a See te H. L. 
J’al PLEURE EN RAVE (I have wept)....... Bettis Perverts. verbs « H. L. 
L’ HEURE SILENCIEUSE................0-. cre NL EDs ae ey me aR RIES Fier M. 
L’INVITATION AU VOYAGE (Dream-world)...Duparc.................-. H. M. 
CoNnNAIS-TU LE PAYS? Mignon........... UOMIAS ee ere ett ote ehh H. M. L. 
Dans wun Bots (In a Woods).............. MEOTArL Te See Oe ee Pn H. L. 
Der Nusspavum (The Walnut Tree)....... DCMU A at eA donk owes Hiskk 
Aus DEN HEBRAISCHEN GESANGEN........ Schumatiets.2: ash. ey. 8 delcs H. L. 
ee Beethoven................ H. M. L 
a rend LUI oes 9 ROR ae ten int Be areas H. M. 
aye, a tee ws teen ec bee PLANS Maer oa oe ee ers H. L. 
Lizp pES SANDMANNCHENS. Hansel und 

ee ee Humperdinckatc5.2i0 -ic8* H. L. 
Es BLINKT DER THav (The dew is spark- 

a HUbinistein ea aie oe H. L. 
Mme SHOPIN. .. 0. .i.........-0-000' MALx ei et wen ees M. 
EE Brahins ener sete. eae H. L. 
Dewmia (Romanza)..................... Beethoven................ M. 
DrMMONDGRRY AIR.......-........00000- Oldslriah9t five sae H. L. 
THE SERAGLIO’S GARDEN...............4. SJUSTOOE.. fide wake octet at H. L. 
a Benen re Oe re ae Ae H 
Sue Never Toitp Her Love............. DAVAn lees a ce eens M. 
ESS SY GORI eet, See lit. basen aes H. L. 
Aut THE WorRLD’s IN LovE.............. WV OOONIAN sree tk Hart Pkt es H. L. 
In THE SILENCE or NIGHT............... Rachmaninoff............. H. L. 
ST SCAPPORLE!. ontb 3.0 Reo cd M. 
Es owe ese cic ce sees Powell’. voce. k ee ee M. 
tre coker. or. SEY a RACE Ope Fy aek erg oon Wee ee H. L 
To a Hippen VIOLET................... Bro Wiser As ASL UOT Ss o H 
MOVE-1ipE OF SPRING.................%. Glazounoll: tse. aden oe H 
EE a Gretchaninoff.............. H. M. 
cares a eo ke te ene eee MBCKROYVEN:. 44 <2 oir: H. L. 
Tue THREE CHERRY-TREES.............. SONDSON Fs ee ee os oe ss H. 
mm eeANES QO DOON...............2... EAVIGr SF ee ae H 
emeemART ie ALUTE...../......-.-.... Wrobdman Gs. Gas, O ARs H. M 
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CHAPTER VII 
MUSICIANSHIP 


Musicianship is a dignified word that reviews all the mental 
resources of the singer, for it is technically defined as “‘musical 
training, ability, and capacity.’’ With this in mind, it is easy to 
see that many persons of native musical capacity never attain 
apility, because they lack training. Again, training and ability 
together develop and expand capacity. The quality of musician- 
ship, then, is so broad in its demands that every singer should 
jevelop it hand in hand with his vocalism, in order that it may 
unite with vocal mastery, emotion, and sentiment, to inform all 
his work with clarity and sincerity. 

Under this head, we may appropriately discuss the important 
technical phase of rhythm, which is the fundamental of all music, 
whether primitive or sophisticated, as it is the fundamental of life 
itself, in the breath and the heart-beat. 

_ Trme is the term we apply to the measure of indicated note- 
values in music that has been organized to measurement, and 
Tempo is the speed with which the measure moves. Combining 
the two, the pulse, the inner urge of the music is the Rhythm. The 
first must be worked out with mathematical precision, for it is 
exact and demands square corners. The second is an adjustment 
of the thought to the will of the composer, and an acceptance of 
his designated speed. The third is a response to the pulse of 
time and speed, and a giving to them of the rhythm of Life. 

The rhythmic design in music is equally important with 
the melodic and the harmonic, for it ties melody and chords 
together into the vital beauty of the whole. The artist gives his 
emotional message as gracefully on that exact design as tf he had 
chosen it himself and would not have it different. He possesses 
it as his very own individual expression. He “feels” it from the 
inside out, from the heart and soul, not merely with his intellect. 

To attain the balance of time, tempo and rhythm, the student 
of singing must work out some dependable system of counting 
correctly while he sings. He cannot trust to luck, to his ear only, 
or to his coach or accompanist. He must be self-dependent in 
this as in all other things, or he will not be self-expressive. The 
surest sense of perfect rhythm comes from the walking step. Another 
way to achieve it is to wheel circles with the left hand (each 
circle, as each step, representing a quarter-note) and tap the 
exact note-values with the right hand. Both these methods are 
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for practice and preparation. To figure while singing often 
tightens the voice; bad habits are unconsciously formed in that 
way. 

I, personally, count the pulse of every song by lightly press- 
ing the soft balls of the necessary fingers of the right hand on the > 
left, while I loosely fold them together. A man can do the same 
thing by feeling a slight pressure in each finger as his hands hang 
at his sides. If the rhythm is in two counts, I use two fingers; if 
three counts, three fingers, et cetera; the index finger always 
marking one, unless five counts are called for, when I use the 
thumb. For 6-8 time, I use two fingers slowly; for 9-8 time, 
three fingers slowly; and for 12-8 time, four fingers. In this way 
I know exactly on which beat I am, and where the rests come, for 
the first beat must always tally with the first finger. This method 
is invaluable, particularly in modern music, where the rhythm 
changes very often, or in recitatives where rests are frequent. My 
students have found it awkward only for a short period, after 
which they have felt richly rewarded for their mastery of the 
system. 

Having established accuracy, the singer may free his work 
from metronomic rigidity. His good judgment does not allow 
him to run riot and develop all time into tempo rubato. The 
balance is a give and take, like the undulations of a floating veil 
used by a dancing Pavlova. Each curve is gracefully poised because 
of the perfect pulse of rhythm which is both underlying and 
overlying it. 

Learn to listen to these rhythmic pulsations in a good orches- 
tra, and you will sing with discrimination and judgment. Such 
a collection of artists, playing harmoniously together, is governed 
by one principle, conducted by one individual, who bends the 
great unit with elasticity. Law and Freedom play together, one 
completed in the other. Just as the universe is stabilized by two 
opposing forces, the centrifugal and the centripetal, the musician 
or the orchestra is held ‘securely by the dual pulls of Law and 
Freedom. ‘The Singer is free because he is stabilized in Law. 

What we term dynamics in ‘music is the science that treats 
of the powers and qualities of tones. For singing, this is the 
pressure, or balance of weight, used for emphasis of expression. 
We have the dynamic accent of the word as well as of the group 
of notes to the beat—that of the measure and that of the phrase. 
These constitute accents within accents, the flow and undulation 
of progression being marked by the rise and fall of stress and 
duration—the arrangement of accented and unaccented notes. 
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The composer sympathetically adapts the dynamic value of his 
note-group to that of the word used by the poet, and the singer 
then exercises his own good judgment when expressing these 
accents within accents. When a phrase is to be repeated, either 
music or text, or both, it should receive on the repetition renewed 
color and vigor, or else a slackening of emphasis—always some 
subtle change designed to stir the imagination of the listener to a 
fresh vision. 

Be able to say or think a song correctly to your step as you 
walk down the street. Repeat a phrase or a song from beginning 
to end until it runs smoothly with the step. Allow for every rest. 
This combines physical exercise with rhythm and memorizing. 

Be able to tap groups of one, two, three or four with the 
right hand while you wheel circles with the left. Always give an 
impetus or push to the first tap, so that all may be perfectly even. 

Be able to wheel circles with the left hand and tap the notes 
with the right, while you count the time of every song you study. 
It will enable you to learn the song correctly. 

Be able to use the conductor’s beat as you practice your 
songs. It will make the song pliable and elastic. 

Be able to press, lightly and evenly, the soft balls of your 
fingers—index, two, three, or four, depending on your time— 
while you sing. 

Be able to move uninterruptedly into accelerando, or into a 
retard or rallentando, eliminating all angles or jerks and making 
the transitions gradual and subtle. Such changes must be in 
proportion to the given tempo or pattern. 

(In the following exercises, I have used la, la, la, which enables 
the student to designate the rhythm clearly without being involved 
with words. Ma, na, va, pa, ya, etc., may be used instead of la, 
also the vowel may be changed. For vowel and consonant forms, 


see Chapters XIV and XV.) 


CHI VUOL LA ZINGARELLA 7 Paisiello 


Wheeling two circles to a measure with the left forearm, tap the groups of 
two and four to each wheel with the right hand. Give the impetus of a push 
with the first of each group. The dynamic of each group gives character to the 
phrase and shows you where you are. 


lalalalala lalala la lalalala la lalalalala 
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‘la lala rm la' lavtiata’ da la laladia lat 4.93 





O DEL MIO DOLCE ARDOR (0 Thou, Beloved) Gluck 


Only mathematical correctness can help you with such a problem as this. 
Accents within accents enhance the beauty and subtlety of the rhythmic design. 
Be able to tap four fingers gently and regularly, the index as one, as you sing 
this exercise. 


Peas a elo ta 2 da lala la la la-la_* la la 





Preeeiaaia ola. 'la-.da.-la 1Asela ela». la. jJa— la 





ie s. ¢ 
ON A TIME. First Book of Ayres, 1622 Attey 


This exercise gives you practice in changing smoothly from the use of four 
fingers to two, and then to three, returning to four and finally to two. Form 
the habit of this invisible counting now, that it may constantly aid you to sing 
in a musicianly manner. 


la la la lamela. iatlae lao lay ta lac-la 
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la). la lac ia las lazlal latinos la 





APRES UN REVE (4fter a Dream) Fauré 


Wheel and tap this exercise until you can change smoothly from three to 
two (or one) taps to the wheel. The push of the first will smooth it out. When 
you sing it, use three fingers, index as one, invisibly. 


lalala la tlalalalaila la la lalala la la Jdaselaieeee 





la Us Ya “Sa Tae Ta daz Ma lasia la 
va 





la Jalalalala la la las la-lala “lala? ia 
oa) fom 





No. 4—FIVE GREEK SONGS Ravel 


In this folk-melody, the emotional stress is portrayed in the rise and fall of 

the dynamics of the word, the measure, the group of notes and the phrase as 
well as in the melody. The finger-tips should feel the pulse as steady as the 
walking step and as free as an undulating veil. Keep the index finger as one and 
use two or three fingers-as the tume demands. 
_ This is an example of a melody freed to follow the rhythmic design of prim- 
itive emotion. This freedom is frequently found in modern music, and it is 
essential that the singer has a sure method of counting that his note-values may 
be exact although elastic. 





MUSICIANSHIP 





lo 


lo lo 





lo__lolololo lo lo 


lo 





Pergolesi 


SE TU M’AMI (Jf Thou Lovest Me) 


Think out your own 


definite ideas of how to renew the color and vigor or how to slacken the emphasis. 
Let the change be subtle, so that you may stir the imagination of the listener. 


In this case study the repetition of the musical phrase. 
Give the accents within accents their balance of dynamics. 


la 


la 


la 


la 


la 


la 





46 SONG, THE SUBSTANCE OF VOCAL STUDY 


SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF MUSICIANSHIP 
Porer amor. Marriage of Figaro......... Mozart? ... 2225s eee ee H. 


M. 

MATTINATA (oS aa ee ee LeoncaVallet ca tees Se ee H. M. L. 
DEH TU, BELL’ ANIMA. Romeo and Juliet. .Bellini.................... H. M. 
CANTO PUGLIESE DEL CRESPUSCOLO....... NHCLEEU 920 one te claie bee ee M. 
UN VERDI PRATICELLO. Respetti.......... Wolf: Ferrart. 2: ... eae H. L. 
Quanno Ti ..vint.. Risnelic ae. ee Wolf-Fetrari: >. .*/<.... es 1: ee fe 
La VIOLETTE (Dewy Violets)............. Scarlattvis crt <a su aioe eee M. L. 
INTORNO ALL’ IDOL MIO (About my be- 

loved )i. tine oF st re ae ee Cest? ol ue aes on. ee H. L. 
Le Tat co eee ee. ee Koeehlint: ee 3t oe M. 
Ls VIGLETTES : o> ee ee a eee Dubois. 3 ss oe eee M. 
PSYCHE (03 Poe ee ee Paladilhe? .2435. 05.85). sq H. M 
La Fitite pu Rot pe CuIne. .....-000...- Hitec ee ee ee H. 
Les Ciocuss (The Bells)................ Debussy teat ss... oP oe H. M. 
La BeuueE pu Rot. Contes de Fées........ Holmés.. 20 hon eras M. 
LUNE DE CUIVRE 43.4 ost Oc ay eee ee Rhené-Baton.<. : 5.45522 M. 
LA-BAS. VERS L EGLISE 23 eee eee Ravele ers osc8 eee M. 
Tour Galt? Aakers eee eee Ravel ad. 1 See See M. 
Lizp Maritime (A Sea Song) ............ Delndyir sae ee Cpe. 
CHANSON PERPETUELLE (The Eternal 

Song) 22 ene ess ee oa Chausson, 2% ak (24020 ee M. 
INT ERMEZZ0% nese ee lade es Schumann... : «44.0 = eee M. 
SEIT ICH IHN GESEHEN (Since mine eyes)...Schumann..............,. H. L. 
IcH HAB IM TRAUM GEWEINET............ Schuman: : 2.5 aneus eee js ds oe 
AUS DEN OSTLICHEN ROSEN.............. Schumann.....4-..c.s< 02 Gee M. 
MORGEN: oo Re eee ee ee ee Strauss... 5 o- «aces Cee H. L. 
ALLERSEELEN (All Souls’ Day)........... Strauss.\50). 2.05: hes eee H. L. 
UND WILLST DU DEINEN LIEBSTEN STERBEN 

SEHEN? (Wouldst thou)................ Wolf ..:0%, e305 GELB eee H. L. 
Acut VoLKSLIEDER (Eight Hungarian . 

Folk-sorigs)2i 377... ca. + ce aneeeen ras Arr. by Bela Barték........ M. 
Dis Forecie (The Trouty...-. +. Schubert®.4,2.. -.. eee ae H. L. 
Tar DetupEeD WorRLD. 2309 F 22 4. Mozarten ree ee H. 
WALKER oc Fe ee ee ee ee ae Griffes 52.0 srs 3 eee H. 
WueEn I Brine You Cotour’p Toys...... Carpenter. ¢2.c; .+ 28a. ee M. 
Wrerer Er You WALE. Goumeerr ee eee es Handel ..js2-a+55 3... see H. L. L. 
No More Carous THE SWEET NIGHTIN- 

CAT et een ne oh ee Gretchaninoff. ............- M. 
In THE BosoM OF THE DESERT........... Bauer ina Oo ae eee ee H. 
MooN-MARKETING: .; -2=. Gee Weavers... whe sole eee H. M. L. 
TAGACS Boys ty. Bivins el oe ee Rachmaninofi............. H. M. 
NOGTUBNE 6. oo oi cn ln ae Ae eee Curran. i445 eee H. M. L. 
Grace. (Cantar) 39 2.86... oo an eee Granados ti35.. > 5.44008 bee H. 
THE Russian NIGHTINGALE..............- Josten. Caras | a ade ee H. L. 
PRARIAS 0 ¢007 oo eee eee Sinding Osco) ¢. Ware ee H. L. 
Qn. Wines’ or DREAM... V4 Scie Arénsky.... is 0 Gieimehaas Oa H. M. 
Six SoOncs:OF CHINA. 2.5 al. 0. See Bantock. 2. nds ae eee M. 
Srx Sonas:or ARABIA.) 722 Nee cea ee Bantock .... 0%. 28 Cae M 
Take Me To THEE FoR THINE Own...... Bach? 3.2855 250 22 1 eee Tenor 
NECROMANCY . ..c..6)2'-. oe ea ee es Weidig oe 7 thine.) eae eee 
NOCTURNE £0604 20s oo a eee Olds SEA eS a ee ee H. L 


TRIS 3s soso Ree AG ct ee ee Wate sc) o.3o a aoe eee H. L. 


CHAPTER VIII 


THE ATTACK AND THE STACCATO 


The approach, or attack, of a tone or phrase can make or 
mar a singer’s work. By it an audience will unconsciously judge 
him. Not knowing just why, it becomes either enthusiastic or 
indifferent. The absolute and instantaneous precision of pitch, 
attacked with great elasticity and pliability, with balance of 
resonance and support of breath, constitutes the “touch’’ of the 
artist. He is touching the listener with tone, and this enables 
him to touch his soul. He brings into action all he has learned of 
vocalism. 

The same laws hold good for moving from one tone to another, 
for although the stream of breath is not broken, the approach to 
the tone must be as clean-cut and definitely clear as at first. 
There must be a center of gravity for the power of the clear thought. 
This means holding what you have attained in deep, well-supported 
breathing, and advancing a step beyond. The attitude must be 
“I can” because “I am’”—and not only “can” but will—and 
“give me time.” This means eternal vigilance and conscious 
criticism. 

The thought-concept of the exact pitch and the vowel-mold 
must be perfect and ready. One must think ahead clearly and 
definitely and hear in the inner ear—then attack the tone. If the 
attack is under, or blurred or slurred, the thought has not been 
clear enough, or the response has not been accurate. 

Inhale gently and hold the frame open a few seconds. Then 
sound the tone firmly, clearly, gently, and positively—from the 
roots upward. The breath-impulse floats the tone directly into 
the forward vowel-mold. That second of deliberation will prepare 
the instrument, allowing it to adjust itself against collapse, release 
the throat, and respond to the thought of the desired pitch. It is 
also necessary to wmagine you are singing from above downward in 
order that you may be ‘“‘on top of the tone.” It may sound 
paradoxical to say “‘attack from the lowest upward and from the 
top down,” but if the imagination and intelligence are in active 
play, the result is a balanced, supported, open instrument in 
which all parts respond and do their work easily and effectively. 
This spontaneous attack directs, shines through, and illumines 
the musical nature, the ear is the only safe guide to a right result. 

In the staccato note, the process of the touch is identical 
with that just described. The duration is short, and the elastic 

47 


48 SONG, THE SUBSTANCE OF VOCAL STUDY 


recoil of the breath instantaneous. It is well to practice the notes 
slowly at first, so that the greatest attention may be given to the 
impetus, the direct pitch, a free throat, spontaneous breathing, 
correct vowel form, and fullness of resonance. The throat mecha- 
nism must not be taxed or stiffened in the least degree. This 
throws all the responsibility on the breathing and the muscles of 
the body. The delicate ones of the throat will do their part as 
you learn to let go of them and give them what they need—the 
opportunity to relax downward on their own law. 

Be able to attack any pitch in your range on any vowel, 
gently, in medium voice. 

Be able to attack softly, though without hesitation, with 
bell-like gentleness, in a pianissimo voice. 

Be able to attack explosively—for intense, passionate expres- 
sion—in a full voice. | 

Be able to attack gently and press out a sudden crescendo. 


Exercises That May Be Sung in All Keys 
Throughout the Range of the Voice 









SOLVEJG’S LIED (Solvejg’s Song) Grieg 
Keep open the channels and ready vowel form, and attack the tone from 
above down, as a bird alights on the twig of a tree. 





GIA IL SOLE DEL GANGE Scarlatti 
Let each attack of the staccato come from the diaphragm, so that the throat 
may remain an unrigid passage. Do not allow the open column to collapse. 
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VOI CHE SAPETE (Marriage of Figaro) 


Adjust your imagination and your instrument that you may attack the 
tone from below and from above, allowing the throat the privilege of relaxing 
down on its own law. Although the phrase continues smoothly, each note must 


be clean-cut and this calls for alertness of attack. 





PVE BEEN ROAMING (Old English) 


Attack the tone in the vowel concept that it may have lightness and grace. 


Practice the use of the half breath. 
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JE SUIS TITANIA (Mignon) | Thomas | 

Practice this exercise slowly at first, so that intonation may be exact and 
the action of the diaphragm elastic. -Keep the same action when lightly and 
quickly sung. 





SO SHALL THE LUTE AND HARP AWAKE Handel 

All the work must be done with the strong muscles of the body. The throat 
and jaw will be free to make the necessary adjustments, and the chambers of 
the head will be open to give carrying power to the light touch of the tone. 
Use pliable, graceful dynamics. 





LES OISEAUX DANS LA CHARMILLE (Les Contes d' Hoffmann) Offenbach 


The open column of air, open from the roots to the crown of the head, 
removes all tension from the throat and allows it to make necessary adjustments. 
Your problem is never to allow the instrument to collapse, and yet have a free, 
flexible throat. This enables you to sing staccato notes high or low, slow or 
fast, in a full or soft voice, with the same beauty of quality, color and resonance. 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF 
ATTACK AND STACCATO 


Vepral, Carino. Don Giovanni......... Mozart .dgee 2... oe ee Sop. M. 
RIEGIADOSE, OpoROSE (Early blowing 

roles). ko Oe ee ee Scarlatti... 3.6.1. oe ee Heise 
IL MIO CORE NON E CON MA (My heart is 

no longet)"., 3) So eaereiee en ee Fedele cj ott a ae oe eee H. L. 
BELYA’ BEULINA gas 4c ee Recli, 02. peu Hele 
La Graomnrra slate te eee Sibella re) jer ere0 4 ree H. M. L. 
Batuata (Ballade) 275 skis oe meee Sibella ct. pucte ns eee aoe E. 
Non PoOssoO DISPERAR (I do’not dare)...... De Litas 4c e995 3 eee Halk 
SI MI CHIAMANO Mimi. La Bohéme....... Puceini 25 2 ee ee Sop. M. 
O BIMBA, BIMBETTA (O fleet little fairy)... .Sibella..................-. H. M. 
Le Revers (Sanrise)ev eee ae «_ Weeékerlin:.. <2. 2344-0 M. 
FLEevurR pes AuLpPEs (Flower of the Alps)....Weckerlin................. H. 
PREMIERE DANSE (The First Dance)...... Masseriet-: 35 . 3s eee H. M. 
Bonsour, Suzon (Good-morning, Sue)......Delibes...............-..- H. L. 
MAMAN; DITES-MODS,. 2s) ee Wecekerlin=.)s.. a6 eee M. 
NON, JE NIRAT PLUS AU BOIS. 1.462 5 eee Weekerlin |... bs «<.~ 64 aeaee M. 
CHANSON DES NOISETTES................ Dupont: 3 i. Seiwa M. 
CARNAVAL Ug chop tn ne, 2 ee) So ee Foudrain. }: 7... =e eee M. 
LE FURET DU BOIS JOLE... 0 eee De Bréville: :4- :2 = ante H. M. 
ARIETTE DE RicHAaRD, Ca@urR bE LIoNn 

(1784). 0 Sh, eer to Pe oe. oe Grétry ...)..25,4.54 M. 
L’ ENE BLANC ere: Meceta a PA ena ep Hitless ee eee M. 
LL‘ NEIGH Aes See ee ee en ee Bemberg’.. i. 5. eee M. 
DES PAS’ DE SABOTS hh. Goon ere os th ee Laparta.22:..s2 2 eee M. 
VOLKSLIED (Folk-son git yee, ras ee Schumann: .c.<.-/engp eee H. L. 
AUF DEM WASSER ZU SINGEN............. Schubert. .5... «0.0 eee H. L. 
Der JUNGLING AN DER QUELLE........... Schubert: . 2. j:.iest.) oe H. L. 
Das VEILCHEN (The Violet)........:..... Mozart. 22252 Se eee H. M. L. 
O Hap. L Juss s CYRE 5 ee eee Handel . 2.0. isct@ eee H. 
WHERE THE Ber‘Sucks) 9.25) aa Arne . xs (ital: ov eee H. 
Tue Lass wiItH THE DELICATE AIR....... M.. Arne. 2:03 50a eee ee H. 
Wuen I Was SEVENTEEN (Swedish 

Melody) %..:..: . avmngheet ac Ge eee Krametie ic och. a ee M. 
SONG OF THE’ FLWA : i/. 4s Gc epg ae Se Moussorgsky:j22%.. Veena oe Bar 
Wirth a WAreRLILY oo: 20% 2 cee eee Grieg iets Jie eee H. L 
Tue LItTLE SHEPHERD’S SONG........... Watts’ 5) «ccc ce ee H. L 
Farky Roses 2 o.cit se. 2s: oe ee Coleridge-Taylor........... H. L. 
It Was Not In THE WINTER............. Buzzi-Peccia.............. H. 
My Moruer Bins Me Binp My Harr.....Haydn...........:........ M. 
THE. SHEPHERDESS 2 2.5.0 cen ee Arr. by Schindler... 2... ..;. M. 
SONG. OF THE BROOK. 4.0). sae ee Butleigh. ok e oe ae H. L. 
Woutp You Gain THE TenpEeR Creature..Handel.................-. ds i 
Tue Lass or RicuMonp Hiuu............ Old*Enghsh 7 e.. Sere cece H. L. 
WELCOME! SWEET WIND......-2: 05> 4.. Cadnidn = .t:-, 5. ee M. 
STACCATO. POLK AN. 2a ce Oe eee Mulder-a2 eee H. 
Tue Russian NIGHTINGALE.............. Alabieff-Liebling........... H. 
Come Unto THEsr YELLOW SANDS....... Lav Forges. vu..% <5 chet eee H. 
POLLY: WILTAS cj thee oh le. AYN: x:, Fis. sce dys eee eee M. 


CHAPTER IX 


SOSTENUTO 


Muscles are said to be thought-forces objectified. Sustained 
thought produces sustained muscular strength, and the audible 
result is a sustained tone. To sustain a note during its full time- 
value, and to broaden it by sympathetic vibrations, leads the 
student to enlarge his conception of the art of breathing. It must 
be kept in mind that although breathing becomes constitutional, 
it can always be increased, improved, and strengthened. Tone- 
work never stands still. It is either improving or retrograding, 
and the singer must either eventually give up his work or go 
forward with industry. 

Right breathing can be judged only by right tone. If the tone 
is not right, look to the breathing. If the breathing is partial 
and stiff, or the formation of the tone local, the voice will be 
shaky, or hard and metallic. The control of the breath by widely 
open muscles around the waist-line must be maintained in uncon- 
scious freedom, buttressed by the codrdinate action of the whole 
muscular system from the feet upward, which forms a bellows 
without a valve. This constitutes a firm base for the lungs—held 
open in an unrigid position, front and back—into which breath 
may flow from the foundation in sufficient quantities to make 
singing a joy. They are then a sort of double bellows, the lower 
one pumping into a steady, open upper one which quiets the air 
before it acts on the vocal mechanism. In other words, the mental 
activity centering itself on the lower trunk acts in turn upon the 
upper one, aiding in the expulsion of air and in preparing the 
lungs for the influx of a new supply. The vitalized energy required 
gives vitality and vigor to the tone, clearing and steadying it. 

On pitching the first tone, the position is sustained from the 
beginning to the end of the phrase, as if singing one sustained 
note. The form of the clavical, the channels of the throat and head, 
and the vowel-form must not collapse, or the tone and phrase will 
collapse, but the muscles of the body must be pliable and free, so 
that the tone may be floated on the breath to the end. Thinking 
and singing directly from the ceriter of one tone to the center of 
the next, merging vowel into vowel, graciously pouring the tone 
from the great column of the throat and massive frame, one keeps 
perfection of tone ever present. 

Fulfilling his capabilities, the earnest student, step by step, 
forms these good habits and synchronizes them. As one who 
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keeps a set of lamps oiled and trimmed, he regulates, balances, 
and synchronizes the motor, the vibrators, the resonators, and 
the muscles of articulation. He then imagines he floats himself 
from the steady moorings of his heavy legs into an easy attitude, 
and sings his phrase sustainedly. 

Be able to hold your structure—body, throat, and head— 
open thirty seconds at a time, releasing easily from the foundation 
upward, ten consecutive times. Increase this to forty, and then 
to fifty seconds. 

Be able to exhale slowly, because your structure is firmly 
and pliably open,.covering a period of thirty seconds, and remain 
empty, though not entirely collapsed, for ten seconds. Then inhale 
slowly. 

Be able to exhale slowly, and suspend the breath three or 
four times, without collapsing. 

Be able to inhale and exhale slowly or quickly through the 
mouth and nostrils at the same time. Singing is the expression of 
universal consciousness through the channels of a receptive mind, 
and this is made manifest in the open, flexible channels of head, 
mouth, throat, and body. 

With lips pursed into the smallest possible opening, be able 
to inhale and exhale as slowly as possible your entire capacity. 

If you do these exercises every day of your singing life, your 
tone will improve and the singing of these exercises will become 
more easy and spontaneous. You will pass through the stage of 
effort, and find rest and joy in this open position of your instrument. 


Exercises That May Be Used in All Keys 
Throughout the Range of the Voice 
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Ponchielli 


VOCE DI DONNA (La Gioconda) 


On pitching the first note, sustain the line from the beginning to the 


end of the phrase as if singing one sustained note. 


Schubert 


so that the instrument may not 


The strong, pliable muscles of the entire body must be like hard 


rubber, so that the breath may float the tone evenly throughout the prolonged 


Ore 





AVE MARIA 


he 

a 

an 

S 

° 

3 

ton} 

a 

ity) 

=| 

es) 

aq 

oO 

=| 

3 

rs 

ro) 

q 

Poon! 

° 

— 

M 

3 

mn 

rs} 

pe 

o ov ° 

a o 

are: 
x 

ae 





56 SONG, THE SUBSTANCE OF VOCAL STUDY 


SAPPHISCHE ODE (Sapphic Ode) : Brahms 
Sustain one de !aite vowel-form from the beginning of the phrase to the end. 
Sing this with a lower front tongue, # as in annual. (See Chapter XIV, on 


Vowels.) 





SONGS MY MOTHER TAUGHT ME Dvorak 
Sustain an even resonance from the beginning of the phrase to the end by 
utilizing and balancing all the open resonance cavities of the mouth and head. 
See that the rapid notes of the triplets are clean-cut and evenly matched. 





FELDEINSAMKEIT Brahms 

The even smoothness of a well-sustained phrase is dependent on the strength 
of your foundations. The controlled, slow collapse of the diaphragm must allow 
the breath to float the tone. The higher and fuller the tone, the deeper and 
stronger the foundations—a law which applies to voice production as well as to 
buildings and bridges. 

As there is no more distance between the ideas of pitch than there is between 
the ideas of color, your passage from one note to another should be smooth, 
clean-cut and instantaneous. 
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(See 


The form of 9 as in aught, is low back tongue with lip modulation. 


Chapter XIV, on Vowels.) 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF SOSTENUTO 


O DEL. MIO AMATO BEND 2. eo eke we Donaudy...0.., 5. >. wee M. 
FERE SELVAGGE (Beasts of the forest)..... Catenin S.t ten Cee H. 
O cCESSATE DI PIAGARMI (O, no longer seek). .Scarlatti.................. Hie 
CGkhe Seuvint } ih. eee ean Handel... Ralsn . ree Hie 
Arta pI GIsMONDA. Ottone.............. Handeél-Bibly;.. seta Ae M. 
CreLo EMaR. La Gioconda.............. Ponchnellicw) .: <cce ee Ten. 
BENEDICIMI TU (Prayer). Jewels of the 

Madonias 226s See as Wolf-Ferrart.: <3. <:24..22 H. 
ABBANDONG 20772 Vite eee eee Respight;:. =. ant. oe ee H. 
Norte... 3. 322s oe ee a ee Respighi: Jai 2c se ose H. M. 
SERENATA SICILIANA: <:.s::4ce ee race Baas Sad erg . 4 ss awieee ce ee M. 
SmPaRAZIONE’(Parting): 0.5 oe ok we nes 2 os Sgambati nae. «eee H. M. L. 
Les CiocuEs pu Sorr (Evening Bells)..... Prater ai eee M. 
HYMN) AU. SOLEIE A) aoe fees ae ee Georges... 2.4 a) ot oe ee H. 
O Tor, QuI PROLONGEAS. Iphigénie en 

Tauride 2S ee ee Glick it Va a eee Sop. 
Divinit&s pu Styx. Alceste............. Gluck 2. 6 Seer Mez. 
IL PLEUT DES PETALES DE FLEURS......... Rhené-Baton:..8...4.42 ee M. 
La CARAVANEGH ee ee Chausson.a ee eee H. M. 
La Procession (Processional)............ Pranck cc 36 is ice M. L. 
LE TEMPS DES LILAS? 2. ee Chauasonecs C0 Re eee M. 
FERMEZ-VOUS POUR JAMAIS..........-.2.-- Lully st otesies® 3 aa ae M. 
STILL WIE DIE Nacut (Calm as the night)..Bohm...... = 3-5 Son: «a0 alee a H. M. L. 
Dim’ LORELEY fox. ot ees Liszt... 6%. dee a eee ee H. L. 
EINSAM IN TRUBEN TaGEN. Lohengrin....Wagner................... H. M. 
AUF EIN ALTES Bip (On an Old Picture)... Wolf..................... H. L. 
Im RHEIN, IM HEILIGEN STROME.......... Schumann}; . 7) 2... eee H. L. 
Daw AnGresteng 3 oe ae oe ee ee Schumann. a7... 2...) eee H. L. 
IMMER LEISER WIRD MEIN SCHLUMMER 

(Ever. gently; grows) .i4. voce eee Brahms: 4)... 4.2, ) ae H. L. 
O wtssT’ IcH DOCH DEN WEG zuRUCcK 

(QO would‘I: Knew) sua. eeteree ee ee Brahms? hes: 2. eee H. L. 
Unp o8 pi—E Woke. Freischiitz.......... Weber. 504... 2a H. 
Das VERLASSENE Miap.ein (The For- 

saken: Maidéenj22°".... oiee ee eee Wolf... eee Hels 
Drnr River? 6 lore. ee eee cae Arr. by Burleigh........... H. L. 
Inia Mvetie SaADe os etd Griffes 63 se Od ee H. 
SYMPHONY IN’ YELLOW «3, 3) & «002 eee Griffes. 2.6...0 teu eee M. 
On THE GEORGIAN HILis................ Rimsky-Korsakoff.......... M. 
O Tuovu Bittowy Harvest FIetp........ Rachmaninoff............. M. 
Taat Dat WE MET S00 o.oo at. ee Braine or <.e.2 Gs 2) ae H. L. 
Rosn PRAYER sc. 5. eee eee Stoesselie Mia 'S ae eee H. 
Tue Brrp oF THE WILDERNESS........... Horsnnan tednc se H. M. 
FarHer, WHat I PROFFER............... Bach? 2.56.2.2 sane .,.Sop. 
Hark, Att Ye Wuo Beara YOKE....... Bache Deis. \cv.cvs wk ee eee H. 
Sarre of: DRYAMS?: ja. cs. hess oe eee Rikeée..3 ss Sera eee L. M. 
How MucuI Love You................ La Forge.,.-) 42s ts eee H. L. 
Lona» LONG AGO. 225 4 ae eee Turner-Maley............. H. 
Yu Wuo-Have YEARNED:... aero Tschaikowsky............. H. L. 
Waren I am Larip 1n Eartu. Dido and 

BG RODE. esis ea ti en ER ae Pureell . 2-)S eeeeee H. 
Isosnt noe A PA Se eee eee Bridges... oss.< eee eee H. L. 


Tarn REesrikss..... (xcee a ee eee Hamblen. uve. H. L. 


CHAPTER X 


INTONATION AND SIGHT-READING 


While building the voice, developing tone-production, and 
acquiring musicianship, the student of singing must be ever on 
the alert regarding his intonation. A singer who vocalizes “off 
key,’ or one who misses an occasional note even by a shade, 
cannot be enjoyed; neither can he be excused, for this is a short- 
coming which can be corrected, if the center of the tone is recog- 
nized as the right pitch. , 

What are some of the reasons why this is a trouble? Faulty 
tone-production is the basic one, caused by an “‘interference’’ in 
the vocal mechanism, such as the effect of poor breathing, insuff- 
cient resonance to give balance of over-tone, or stiff articulation, 
which in turn interferes with the vibrator. A good teacher can 
remove any one of these hindrances if the student will earnestly 
and industriously apply the discipline. 

Again, one may sing off pitch because he does not think and 
listen. As I said in Chapter IV, on Scales, he must adapt his ear 
to the mechanical instrument. When learning difficult passages, 
I play the melody with octaves in both hands—many times— 
until I have absorbed it. I often sing while I play the passage in 
the bass clef. In fact, I make a point of tuning myself to the 
bass, for either with the piano or with orchestra, one is able to 
hear the low vibrations more easily than the upper ones. 

Another reason for this distressing tendency is the student’s 
ignorance of harmony. He should know in which key he is, and 
where the key changes. He should know the names of the chords 
supporting his melody, for he is singing one of the tones of this 
chord—or a tone that leads to the next chord. It has been said 
that a voice cannot easily compass an augmented second—but it 
often is called upon to sing a minor third and does it easily, though 
it is the same distance under a different notation and with different 
harmonies. 

Sight-reading is easily mastered if one will consider a few 
simple statements about intervals. The student needs to master 
the half-step, the whole step, the major “triad” (one, three, five, 
eight of the key) the minor “triad,” and the intervals of the domi- 
nant seventh-chord—five phases which bring every interval into 
action. Having practiced the intervals and played the chords 
with them until he is thoroughly familiar with them, he will then 
instantly recognize any one of them and sing it. It is a simple 
method, and if mastered will protect the singer from confusion 
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wherever the key may change. Recognition of the interval is 
extremely useful in modern music, where a particular key is 
frequently not sustained, and where new harmonies are employed. 

Every student of singing should study harmony and sight- 
reading. What would a student of English be if he could neither 
read nor write the language? Correspondingly, the music-student 
must familiarize himself with these basic qualifications of a 
musical education. 

Ear-Training on all intervals. 

Be able to sing a half-step by “‘feeling’’ the third of a domi- 
nant chord move up a half-step to the key-note of the tonic. 
Reverse this, for singing down a half-tone. 

Be able to sing a whole step by “feeling” the fifth of the 
dominant move down to the key-note of the tonic. Reverse this 
for singing up a whole step. 

Be able to sing and to recognize at sight a major “triad” 
(one, three, five, three, one) and a minor “triad.” 

Be able to sing and to recognize the interval of a major 
third, and a minor third (or augmented second). Associate this 
in your mind with the call of the cuckoo. 

Be able to sing and to recognize the interval of a fourth 
(fifth of tonic up to key-note), associating it with the call of the 
bob-white. Reverse. 

Be able to intone and to recognize the interval of a perfect 
fifth (fifth down to key-note). Reverse. Diminished fifth (third 
to seventh of dominant seventh-chord). Reverse. 

Be able to intone and to recognize the interval of the sixth 
(fifth up to third of major bugle)—and minor sixth (fifth up to 
minor third). 

Recognize the seventh (half-step less than octave), minor 
seventh (one to seventh of dominant seventh-chord), and the 
octave. 

These include all the intervals there are. When the singer 
recognizes them and is able to sing them, he is independent of 
the key. 


Practice These Chords and Intervals in Every Key 
up,half-step down,half-step up,whole-step down,whole-step 
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Bye mented second 
( 


\ural equivaten* Perfect fourth Perfect fifth Diminished fifth 








DIE ZIGEUNERIN Wolf 


Be able to recognize the intervals in the terms given in the preceding 
chapter, i. e., major third, minor third—half-tone, major sixth, etc. Hear 
them in your mind’s ear and then sing them. 

Use first one vowel and then another in these cases. 





HYMN TO THE SUN (Cog d’Or) Rimsky-Korsakoff 


Recognize the intervals and think and hear ahead, just as you do when you 


read a book. 
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Stravinsky 


Modern music brings the unexpected. If you are alert to intervals 
regardless of the key—your intonation will always have a firm foundation. 


PASTORALE 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF INTONATION 


REREUAT; MARI Ware os dG os AES + ok ees PRESPIBIT td wld to Key oa 1a ea M. 
Luct vEzzosE (Eyes so alluring).......... Ceti se > A BAL, 
O BEL BEN CHE ACQUISTERO (Soon [ll 

ESS. 5 he Ai ok © eel a ae Oe el CES eater 1. Wk he ake Lt ee H. L. 
DotcrE AMOR, BENDATO Dio (God of love)..Bruni..................... H. L. 
LeB’ woHL (Wotan’s farewell). Die 

ES 5 Sarena WB ies A ai a ce a ney WY ADU CTR et ar Cote cout oe Bar. 
MMR EM eS an ase he Ca pune cle Q'stave Jer CU TT Wale Die uee gee ante M. 
Se ae ae ee eae oes CIPO VICT EAA. UPR ee, tet M. 
MANDOLINES ET GUITARES............... ERED VIOZ Sahel ahi ewe M. 
EMME VDES FLEURS.. 05 os 260. see ce ee wn POUSCIHIR. oes Seo es M. 
ie eee a ne seer DEDUSSY we hs oe. Rakes. es ee M. 
meer AON (The peacock)... 2... 2.0.22... 6 5 TRA VCLIRe ee a ak cy eee M. 
Eg I a Pe GF GdaIBEy LE UF aoe aac M. 
La CHEVELURE (Her wondrous hair)...... Debuss yee i ae 3. er H. M. 
MeMGUSILLEMENT 20 5 ous. els wie ee cee cls ee Debissveci mises eed whoo cb ee M. 
ST Be on PAUSE Sea ho eo H. M. 
Deux MELopies HEBRAIQUES............ Ravel Sci wot bliiek. p09 oe M. 
PANNYRE AUX TALONS D’OR.............. Poldowskiteeticr ie ces M. 
Liep (The gathered rose)................ Franck oo ate tea ee. M. 
EL SE cy eee ae ean Re-Straussiehadene 2 khees H. M. 
NIRGEND MEHR EIN SONNENSCHEIN....... Andrecie ae cae oe ee H. 
STE Ute er ee ACS i eR SS eee oe H. L 
RT Rs wh a wires Bie se ws WoOllttetes Uae H. L 
ee os Se We eles ReStrauss yt ee eet H. L. 
EG MEING SEELD S65 0.6 rece le eae ie RE Stra usa ol es ee H. L. 
MIR TRAUMTE VON EINEM KONIGSKIND....Trunk.................... H. 
DT Geo hee aL ests a's "Vie ERS hw og fT et OO EE ee ved J aie nna H. 
InN MEINER HeEIMAT.............-.0...05: Hildechareatt\s,.... Se weeek H. 
FREUNDLICHE VISION.............--+--- The ST HUSS Sete ea, H. M. 
EI og a ape sas vie eA ced ae Cornea... ee .H. M. 
Tuy Dark Eyes To MINE............... Giriffess nee lakes lt H. 
ORE 8 I OU LTO: beg SAM ee M 
An Oxtp Sona REsune..........-....226- LG) San es Rae pee bed & 
By a Lonety Forest PatHway.......... STC ieee ae Seon. H. M. L 
SORROW OF MYDATH............:..--05- OTST Oe ee DE prs oe M. 
Into A SHip DREAMING............220005 8 Ey aa gare oe pt led H. M. 
ine ENE ait os ee WPA IRE Be otal. vEN s Onan. H. L. 
MME len eet Nets ir he, es Lean s Horsman? sees . es wie keyerass H 
MUG WVISDOM SINGS. 6 oc... 0 ae esle ee ores Grama ak nya, saree M. 
RE ne a eM sn Ge Sah ihe s WHIENOINE oo asa es ke H. L. 
Pa THE SILENT WOODS... ii 6 2. . eee eee Rimsky-Korsakoff.......... M 
THROUGH THE UPLAND MEADOWS......... DAUED oes ole ede H 
EMETH LOWNM Os oo. ob eee eae cues Wattarte ao 5 ot ew te Bar 
Pema Ww LOVE-SONG .uéFcl Gt Ad ee Rimsky-Korsakoff.......... M. 
PIN a a Sis Baad cided ys Shit Ss sk baat CTIOVTE pas) a dent Sennen H. 
ME MCSEPS TINGS ok PO ale Na acre hcg wie whee CSOT) ore ta ee. ck H 
Five SonGs FROM THE CHINESE PorTs.....Bantock.................. M 
CRADLE SONG OF THE Poor.............. Moussorgsky.............. M 
ASEM TIT of os dina eat es Dy andes hn oa SPIER Toul a cicks haste W dat iaohete H. L 


CHAPTER XI 


AGILITA OR VELOCITY 


Flexible thinking, alert flexible muscles, and firm, pliable 
breath-control, together with the elimination of all interference in 
the vocal and resonance mechanisms, are sure to result in flexible 
voice. It should be the ambition of every student to produce the 
normal voice nature intended his individual instrument to have. 
A clear and agile singing of notes is extremely rare, unfortunately, 
but I claim it is possible for every persistent, earnest student. 
Agile singing is not at all difficult when the production of perfect 
vocal tone includes the balanced action of the entire instrument. 
By this I mean the free vibration of the vocal bands, and the free 
motion of the cartilage and muscles of the throat, as well as the 
full use of the resonance chambers. Influenced by properly 
controlled breath, this freedom allows the singer to move rapidly 
and smoothly anywhere, throughout the range. 

The light, floating quality of tone should be used in this rapid 
work, for weight is clumsy and hard to move; but the tone must 
never be disconnected from the boundless basis of the lower 
trunk. Its support should be sufficiently strong to carry it through, 
to keep a uniform intensity despite the lightness of touch. 

Checking up on the jaw and tongue, both must be relaxed 
and limber, so that they may give quick response. As the back 
of the tongue and the front wall of the throat are one and the 
same thing, any tension or pressure there would be dead weight 
on the fine, sensitive instrument, completely preventing involun- 
tary action. In the same way, an open, active chest must keep the 
pressure from the lower side of the throat instrument. A set, hard 
jaw will also clog the movement. : 

The problem is to change the pitch nimbly while not changing 
the focal point of the vowel concepts nor checking the flow of 
tone—allowing only for the expansion of the vowel-mold. As the 
pitch involves an involuntary action, the singer can only set the 
instrument open and give it its own freedom to respond to his 
thought. Deeply controlled breath insures this freedom of the 
throat. The violinist bows with fluent elasticity until he begins 
to saw, when he “digs” in with a resultant hard, “wooden”’ tone. 
If you, student-singer, will unclasp the iron bands of artificial | 
habit from your throat, you will express yourself as an educated 
musician, allowing your whole body from your heels upward to be 
in your tone. 
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I have found it beneficial to practice very slowly at first 
such problems as those given here, establishing from the outset 
exact intonation, balance of resonance, stability of vowels, and 
firmness of support. As when watching a slow movie, you will 
find that this method enables you to discern and to correct the 
difficulties in the way; after which you can gradually quicken 
your tempo until it reaches that indicated on the score. 

Do this often without the piano, for that will develop assur- 
ance, and also help you to hear yourself to better advantage. 
A pure, steady focal point gives the hinge on which you are to 
swing, while a slight accent or pressure on the beat—although 
never a jerk—provides the impetus, and enables you to sing “‘on 
the wind.”’ 


Exercises That May Be Used in All Keys 
Throughout the Range of the Voice 





VITTORIA, MIO CORE (Victorious My Heart Is) Carissimi 
Sing slowly, breathing after each measure, so that each tone may be in 
the center of the pitch, resonant and easy. Sing the passage slightly faster, 
breathing after two measures, keeping the clarity you have established. Finally 
sing it lightly and quickly. Repeat these steps of speed until the passage is 
clear, quick and easy. 
Listen to your tone for resonance and beauty of quality. 





BID ME DISCOURSE Bishop 
Using this passage of triplets, build up the quick, clear phrase just as you 


did in the preceding passage. 
Let there be a slight impetus on the first note of each triplet. 
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Mozart 


ALLELUJA 


respond with agility and clearness to the thought of 


Work for clean-cut intonation. 


so that they may 


Eliminate all pressure and interference in the vocal and resonance mecha- 
nisms, 
the phrase. 





BEL RAGGIO LUSINGHIER (Semiramide) 


light 


> 


sonority and form. Then will your rapid 


tones carry to the far end of the opera-house. 


Always practice a rapid passage slowly at first, and match each tone for 
color, 


evenness of resonance, 
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MEIN GLAUBIGES HERZE (My Heart Ever Faithful) 


Bach 


Always think of the vowel concept as forward—literally out in the room, 
so that the tongue and jaw may be loose and free from all unnecessary tension. 


Think quickly, without involving muscles, and you will sing nimbly. 





Handel 


As the diaphragm is strong by this time, we may free it from all tension 
and let it play this rapid work. The membranes of the nasal cavities must also 


be free from tension, so that the air waves may reach the focal point. 
good tidings in Zion 


! (The Messiah) 


a 
a 


eae 
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O Thou that tellest 


Rejoice greatly 


4 





REJOICE GREATLY 
O THOU THAT TELLEST 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF 
AGILITA OR VELOCITY 
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CHAPTER XII 
TONE- AND PHRASE-CONTROL (DYNAMICS) 


The power to increase or diminish a tone at will makes it 
possible for the singer to be spontaneous in the expression of his 
emotions. The swelling and the decreasing of a tone or phrase, 
governed by artistic law, expresses emotional values. Without this 
there can be no true expression. When emotion swells up from 
the soul, the voice must respond to it in a tone-wave, and as the 
emotion spends itself, the tone must diminish until it fades away. 
This is emotion made audible. The more spontaneous and uncon- 
scious it is, the more ideally perfect the expression. 

The skill of singing softly or in full voice at will requires the 
free vibrations of the vocal mechanism, deeply controlled breath, 
and the utilization of all the resonators. It is not achieved by 
muscular pressure on the throat or nasal cavities. Neither is it 
due to the opening or closing of the vowel mold. It is not the 
effect of any local condition. The complete instrument must be 
used if the fortissimo tone is to have the smooth, velvety, mellow 
quality of the pianissimo, and if the pianissimo is to have the full 
value, richness, and carrying power of the fortissimo. We do not 
recognize two ways of singing, one for soft and the other for loud 
tones. Both small and large tones call for a similar position of 
the complete instrument. The tone is then universal—one in 
quality, differing only in quantity and intensity. This position 
is attained as the frame—. e., body, resonators, and vowel-mold— 
grow strong enough to hold open and never collapse, allowing the 
breath constantly to serve the tone. 

Strong muscles of the body, upper-, lower- and middle-chest, 
keep all pressure from the throat, and the breath set free from the 
lowest regions upward, will result, according to the amount, in 
more or less full vibrations of the vocal bands. The vibrations 
are amplified by the overtones of the resonators. 

It is advisable to begin the day’s practice mezza voce. Singing 
softly takes all undue pressure from the vocal mechanism. The 
finer, more sensitive muscles are permitted to come into play, and, 
as a result of the complete relaxation of interfering muscles, they 
grow strong and useful. The pianissimo tone must be spontane- 
ous to be effective. The freedom of the throat must be supported 
by the active and energetic diaphragm. Something must work to 
give vitality and impetus to the tone. Throwing the work where 
it belongs, on the strong, large muscles of the lower trunk, the 
tone will be full of the energy of quietness. 
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Releasing a larger amount of breath, focused in the vowel- 
mold, gives full volume to the tone. This, also, should be practiced 
every day so that strength may develop rightly. Voice cannot be 
forced or driven. It must be enticed and patiently coaxed. No 
student ever starts suddenly to sing with vocal power, for that is 
always the outgrowth of continuous vocal activity. It is the use 
of the voice that develops the voice. Balance will be kept if the 
student sings firmly and frankly, with the full power he has at the 
time, as well as softly. Lyric songs, together with dramatic ones, 
should be included in the repertory, for the one type is the com- 
plement of the other. The lyric song will prevent the ruin of 
the so-called “‘howling”’ singer, and just “‘pretty”’ singing becomes 
more truthful when dramatic qualities are cultivated. The one 
will always aid the other. 

A singing tone is one that is able to expand and lend itself to 
_ all moods, grave or gay. Intelligently controlled breathing expands 
and diminishes the tone. All parts must work together flexibly, 
firmly, easily and freely. When thought is directed to swelling 
the tone, the larger amount of breath set free liberates the voice 
to the fulfillment of vocal power. The singer gradually becomes 
unconscious of his mechanism, and is primarily concerned with 
pitching, swelling, and diminishing the tone. In the attack for 
sound, the muscles, automatically regulating the out-pouring 
breath, will give gently, and a small amount of breath will float 
a soft tone. As he wills a crescendo, a greater quantity of breath 
is given up to the vocal bands, now strong enough to stand the 
increased weight. As he wills a decrescendo, the eagerness of the 
breath is gradually arrested, the outward pressure growing more 
and more gentle until the sound spins softly and finally completely 
fades away. The adjustment of the give and take of weight must 
be so gradual that the bands respond easily, without a flicker. 
Instantly ready to inhale again, with elastic rebound, he takes an 
enormous breath without disturbing the set of his instrument, or 
without crowding the tone-producing mechanism. Shading of 
tone and phrase enables the singer to control the dynamics of music— 
to put weight and accent into tone or phrase that will give his singing 
definite form and full expression. 

Be able to hum gently and very clearly, on a given pitch, 
three short periods. If preceded by mi, mi, mi, sung softly, you 
will be sure the cavities are all open. Allow no pushing of breath 
on the vibrator. “Pushing” may be avoided, if the chest is kept 
open to quiet the flow of air before it acts on the vibrator. 

Be able to move this soft hum from one tone to another. 
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Be able to use the same soft tone by opening the lips and 
forming each vowel. ; 

Be able to begin with this soft tone and swell to fortissimo 
during a period of twenty seconds. 

Be able to begin a tone fortissimo, and diminish it to a 
spinning tone during a period of twenty seconds. 

Be able to swell and diminish a tone on each vowel during 
twenty seconds. 


Exercises That May Be Used in All Keys 
Throughout the Range of the Voice 





NACHT UND TRAUME Schubert 

Shade the phrases in this case. Keep the same open position of the flexible 
instrument and the unchanged focal point of the vowel, so that your tone may 
remain the same in quality although shading in quantity. 





LARGO (Xerzes) 7 Handel 


Practice the shading in the case here given until the control allows the 
response to be spontaneous and unconscious. 

Use the mid-middle position of the tongue, 4 as in us. 

(See Chapter XIV, on Vowels.) 
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Secchi 


When a phrase ends on a strong beat it is sometimes said to have a masculine 
ending. When it ends on the weak beat it is said to have a feminine ending. 


LOVE ME OR NOT 


Return to the previous exercises, paying special attention to the masculine 


Feminine endings predominate in the case of this passage. After the dynam- 
and feminine endings. 


ics of the beat, the weight of which is in proportion to the color of your entire 


phrase, let the tone taper as it ends the phrase on the weak beat. 
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and point of focus. 





Moussorgsky 


ORIENTAL CHANT 


On rapid passages as well, be able to increase and decrease the tone at will. 
It proves your ability to support a tone and control the volume, while keeping 


the throat so free that it can make rapid adjustments. 





TONE- AND PHRASE-CONTROL 





SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF 
TONE AND PHRASE CONTROL (Dynamics) 
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MERRY OG cele wi cc esc tee ee tees PSR ae es a heey Goer H. M. 
SE PRG & i oa Baw Oe ie ee pale vas LON oon ole eee) ey hee! Pe H. M. 
ON PIB ges = ves ac parte 2 ans thond epee LEVY be oe ay wein, She ene Shae H. M. 
La CHANSON DE L’ALOUETTE............. PROt et ee ee ee H. 
EEE ier, Sis. 2s de Oe ets . Foe L 8 eePGUK.s ch.t, Sees ee H. M. L 
Recit. et AirpbE Lia. L’enfant Prodigue..Debussy.................. H. M. 
MEPPETEITTRISTE. |. oo. ace wc oc Sha we ee BIW AEC wets a Meneses! H. L. 
Le Manoir pvE Rosemonp (Rosemond’s 

NAM Nits. coud & alta oF wi ssh Dupiare sas ee ee H. M. 
Depuis LE Jour. Louise........... ree Charpentier ay ces) cst kas Sop. M. 
Seemeracnr (Night). ....02..0020...00000 00. Strauss R72) itt ee a, cee ree H. L. 
TRAUM DURCH DIE DAMMERUNG.......... Siratiss (i) lowe Moo. oe H. L 
GEBET DER ELISABETH. Tannhduser......Wagner.:................- Sop 
Nun Wanp’RE; Marta (Come, Mary)..... Wollicer tet eas oar ale H. L 
CS hs Se Schubert ce takes cae ek H. L 
HEIMLICHE AUFFORDERUNG....,......... SITAUSEC HER ot eas H. L 
ScHLAFE, MEINE LieBsTER. Weinachts 

EE NNER Se Sh oahs 6a w acl oae ee Bach eet elie oe een neers L. 
Sone or THE Voitca BoatMEN (Russian 

RE a el. Siete. SRLS: Lal. Harmonized by Deis........L. 
MMeIRIT FLOWER... 02. oe cee een ee Campbell-Tipton........... H. L. M. 
Tue Steep TuHat Fuits on BaBy’s Eyss...Carpenter................. M. 
TIPO WIN fo) ee es tte nee alo Beecher ee 62 eae aes H. 


a a lS Ie nea Benue eae ee Sop. 
ETO EGHT 2 oo... oe ees w Ea vs Watts toto. ho eer: ae 
SonG OF THE PALANQUIN-BEARERS........ Sy ay eee a ee H.. L. 
ANGELS Ever Bricut AnD Fair. Theodora..Handel..............:.... H. 
AYLIA, THE DANCER OF KASHMIR......... Saertar eo Me ek es L. 
MEET ELLAND... talcs esc cae cesses Gretchaninoff.............. M. 
as sca ts vist lu sass tae’ TOT Ree nc ee ee H. L. 
BACANING SERENADE. .......--02000-e00- AO WAPGS 3 cfs fr chee teen H. L. 
THE Moon Drops Low (Indian Melody)..Cadman.................. H. L. 
EER SSIS Eo ei 8 es ste wg gona ne moss COMETS onan 6 es H. L. 
SMEENCRMOS GAGHT 6.0 ide ee ca wes lees Cary penter.c tic.) ccd paves bea: M. 
ST a ae a rr a WV GLtS pies Seta Ss ee ite ee, M. 
San gl a Prati. 5c te. ond ak M. 
PEE ils a i ws blebs ale ye alee carpenter 223152 ocak 2 ees M. 
UMP OETY A AVIRE os oe ops ee se ea trees ee TROSETS ao eee poe tee ea M. 
DEMGEES Foe, en ee ne 8 week Chopin Soe ened Oe Se H. L. 
Suips THat Pass IN THE NIGHT.......... Stephenson. 8S 6... es ed sas. H. L. 
You ARE THE EveninG CLoup........... HOrsnmigiicowee. oo. eek cea H. L. 
CPM Se 8. toes Be ee ee Crews .-59 etn ae en eo wk H. M. 


CHAPTER XIII 
VOCAL ORNAMENTS: TRILLS AND EMBELLISHMENTS 


The trill is the rapid, alternate execution of two notes sepa- 
rated by an interval of a semi-tone, a whole tone, or a third. 
It begins with the auxiliary note and often opens slowly, taking 
on speed gradually, with no accents. Each note must possess the 
same power, resonance, length, vowel clarity, and quality of tone 
as the others, and satisfy to the fullest extent the sense of pro- 
portion. Perfection depends upon a perfect balance, in all respects, 
of the notes employed. 

With a view to the cultivation of this element, 2t is necessary 
to practice the notes of a trill very slowly and evenly at first. This 
is invaluable for the development of tone-production. It affords 
the practical proof of a throat so free that the voice attains that 
flexibility which permits it to move smoothly and fluently, either 
rapidly or slowly, over the succession of notes. Progression in 
speed and change of vowel-form must only be attempted so long 
as perfect balance is preserved, until the oscillation becomes so 
rapid as almost to conceal vocal process. 

Let me here remind the student that with every enlargement 
of the capacity and flexibility of the upper chest opportunity is 
given the throat to enlarge and loosen. This gives greater freedom 
to the mechanism and thus allows it to “shake” from one pitch 
to another without interference, while breath-support from the 
lower trunk and its effect on the resonator is firmly maintained. 
It permits these two extremes to have near and intimate relation- 
ship, which the open, loose throat promotes, while the close, 
cordial connection, with the vowel-tone neither pushed nor 
crowded, enables one to “‘feel’’ the right balance and produce 
clear tone. 

Embellishments conform to the same rules for development 
as the trill, 2. e.—slow, careful work at first, balance of length of 
notes and resonance, with an unchanged vowel-form. The appog- 
giatura, the simplest of all embellishments, is a passing-note 
foreign to the harmony. ‘The voice slightly leans on the passing- 
note, which indicates that the dissonant is intended. Its length 
is deducted from the succeeding melody-note, that is, in duple 
time it takes half the value indicated, and in triple time about 
two-thirds. The duration may vary with the character of the 
phrase. The appoggiatura-note enters on the beat, has the 
accent, and may represent any interval. 
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The acciaccatura (grace-note) is a quick little passing-note 
which precedes, by a semi-tone or a tone, a longer note. Its 
character is evanescent, and, therefore, must be clearly, though 
delicately suggested. 

The mordent presents a group of two or three rapid little 
notes preceding a longer melody-note by a semi-tone or a full 
tone. Practiced slowly at first, it must be finally executed with 
a lightness and facility that realizes the perfection of easy grace. 
The first note must be delicately “‘felt’—that is, given with not 
quite what is generally accepted as accent or pressure, but with a 
suspicion of both, without disturbing the uniform flow. 

The “Turn” is a group of notes that literally turns around 
the note that has been sung, and uses the latter part of the time- 
value of the note. The status of an artist often depends on the 
grace and style with which a turn is executed. 


Exercises That May Be Sung in Ali Keys 
Throughout the Range of the Voice 





‘LES FILLES DE CADIX Delibes 


Practice the alternate notes of the trill slowly at first, so that each tone may 
possess the same power, resonance, length and vowel clarity. 





ARIE DER SUSANNE (Marriage of Figaro) Mozart 


Give freedom to the vocal mechanism while maintaining the effect of the 
breath support on the resonance cavities. Cultivate the “light touch” in all 
rapid singing of notes. 
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Bizet 


While trilling, lean gently and firmly on the focal point of the vowel—do 


écheurs de Perles) 
not push nor crowd the tone nor any part of the instrument. 


AIR DE LEILA (P 





Gounod 


Keep a perfect balance of the two notes of the trill so that you may satisfy 


to the fullest extent a sense of proper proportion. 


JEWEL SONG (Faust) 


a 








Handel 


WHO MAY ABIDE THE DAY OF HIS COMING (Messiah) 


‘Flexibility is possible and necessary for the male voice as well as the female. 
Sing this exercise in short phrases until you have acquired strength, clarity and 


flexibility. 
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LO! HERE THE GENTLE LARK Bishop 

Practice the trill in this case until it has brilliance, resonance and perfect 
proportions. It affords the exercise which proves that the breath-support is 
connected with the resonators, while allowing the throat to have the freedom 
necessary to make its own adjustments. 





MONDNACHT (Moonlight) Schumann 

Style, musical sense and individual good taste are developed by such an 
exercise as the case presented here. The sustained quality of voice must be 
maintained during the light, gracious touch of the embellishments. 
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Schumann 


WALDESGESPRACH (A Woodland Dialogue) 
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FRUHLINGSGLAUBE (Faith in Spring) 


Schubert 


in this case with distinctive grace and smooth fluency. 


This group of notes turns around the preceding note and uses part of its time 


3°) 


Execute the “‘turns 


The balance of pressure 


must be on the first of the two notes, with a delicate “over-touch”’ on the second. 


There should be a slight pressure on the upper note. 


This problem also presents the case of tied notes. 


value. 
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VOCAL ORNAMENTS: 





a 





WITH VERDURE CLAD (The Creation) 


and then execute 


Give a slight pressure to the first note to give the 


phrase character and to show that the dissonance was intended. 


> 


Practice the turn and the acciaccatura slowly at first 


them lightly and delicately. 


i 


e€ 


or (ed) 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF TRILLS AND 
EMBELLISHMENTS AND VOCAL ORNAMENTS 


‘CMI VUOL COMPRAR LA BELLA............. BESTT COTTE Se omen leaner, ad M. 
ae SE aa ain Sie SS Is A li trnceiar on 1. bee. ee ee M. 
A SERPINA PENSERETE (You will think). ; 

MCT CLs sak, PS. ES creates Wi omees PEP EOIESE LR LI Fen clawed M 
Pour picest1 (Mouth so charmful)........ DOU Se We, Cheer ek hae ee 3 H. M. M. L 
Arta DE PotissenA. Radamisto.......... FANG DDD wwe ee te H. M. 
Sr BEL R10 (When the murmuring)....... HOBLAGIC: Cee ac ee ee. oe M 
Per LA GLorRiA (For the love)............ HBuononani., Cle ea ae M. 
Sano NOME, igolelio.:.............%.. ELC Weare sort hr eto sib reed Apes Sop. 
AH, NON CREDEA. Sonnambula........... RESET ELT hel BB bebe nha teaencess peammnen mantel H. 
CANZONE DEI CARRETTIERI.............. SR ELO ir tvks ce Lee cee kee, M. 
SWONDOLIERA VENEZIANA.................- ACL Oe ee ee es Poe or ck M. 
ARDON GL INCENSI. Lucia di Lammermoor. .Donizetti................. Sop. 
[etePER MIO DILETTO.... 0.2 ..092.2..2; Old Italian-Viardot......... H. L. 
VIEILLE CuHanson (In the Woods)........ Dizetaweet tte ca Se US H. M. 
PasToraLe (Giving and taking).......... Bivetinn;: cobisk. ek. Vegas, H. L 
Av Printemps (To spring)..... Beare a0 c (SOUROC teen et et ae cs H. 
CHANSON DE LA MARIEE (Wake up, my 

NP Fa the og Son Us Sah. we he ald Ravel a kts cha eee See M. 
OU vA LA JEUNE INDOUVE. Lakmé........ Delibest seeese kee lide hee H. M. 
MICE ETT ws ES en ade. os ec gees Decreus si. if tec nes « 22 H. 
ER se et hee a ei oe SCNUDert a. ace eae H. L. 
a ie Sehubertects versa ved eae . H. L. 
SMENETERET ONS, 501). eS ee eae Bache he aoe. eee L. 
GrusiscHEs Liep (Georgian song)........ Pomasansk........ 2 agar H. L. 
MERC EP) 0... ks bb. ae sd ce eo PH oriiees, cee oF ta, Maree H. 
BEMBORV EEN TO OLEEP. . 1.26. ick ee eee ee HISHOD art: Shes) took Otte H. 
Tue WINDS IN THE SOUTH............... COU Re emt a ae ero ie H. M. 
ORIENTALE (Fair goes the dancing)....... MS Baer. arte. eres. H. L. 
ONVIND-FLOWERS. 2... 6. ee ee es Josten otter C8 Fe See H. L. 
DMPO RENADE 5 ccs sas Geet dee vans De Lang: Bos. 3... iwi ees H. L. 
eeuma( Waltz song)...............-. Lane- Wilson ec 3% os. fo... H. 
estyMMOR NIGHT... ......5...--.5205- CSIC Orr ay es a katie H. L. 
MEIEM CUS os cet wie wee cate ste es CITED Vet eee ee en ae ee H. L. 
SPIE SIANUBE. . ob le eee es Strauss-Liebling........... H. 
EEO sale sis Gta te sw db pes DISHOO le. Geter ae ae, H. 
GatLy CHANT THE SUMMER BIrpDs........ DesPinna a Ss ee. H. 

A Wee Burtterriy..... Se SP Re ogee S CAN Tree hee Oe i Ae eae aS Sk ay H. 
Sone, Jest, PERFUME AND DANCES....... EEL TE Ue 7s be sey aig otic tran ore aed H. 
IMEEM She kg wc eee oe bt Bes PIPINE «Blo ees os es es oO H. 
Pretry Mocxkine-Birp.................. Bishop-La Forge........... H. 
MEIIARS. BIDONG 2. bi sete Ze Sea ee oe oes von Wohlfarth-Grille....... H. 
ge Raa ale eS ee oe Ram oa DCA Gre Phy Oma oe oe a 2 H 
Sg EE. Sie ea eRe Red, hs ee ule gi perch ae meals H. L 


CHAPTER XIV 
VOWELS , 


One of the major resonance cavities is the mouth or vowel 
chamber. As the shape and form of this cavity changes with each 
vowel, it is essential that the singer should thoroughly understand 
the underlying principles governing these forms, in order that he 
may improve his tone and his pronunciation. It is an art that 
may well be given separate attention until right habits are formed 
and all movements become unconscious. Every tone must pass 
through the vowel cavity and that is why tone and vowel are one. 

Only on vowels will the tones ring out with a clear, beautiful, 
bell-like quality. To purify the center of the vowel is to purify 
the center of the tone. If your tone is not good look to your 
vowel-form and free it from the burden of unnecessary weight 
and tension. Removing all interference and obstruction will lift 
it to its own perfect shape, and this in turn will release the tone. 

The first requisite to the student of singing is an even color 
of voice through his range. This is dependent upon the definite, 
sustained form of the vowel, as well as on right breathing and 
balanced resonators. You will find the mirror of great assistance. 
Any instrument other than the voice can be seen directly, but 
this instrument is seen only by reflection. Sight, in addition to 
hearing and feeling, is essential. When the jaw hangs loosely 
open, the mirror should reflect a well-rounded mouth, and a tongue, 
lying as if it had been poured liquid into the mouth. The muscles 
which control the tongue as it molds the vowel forms, spring 
from the front wall of the jaw, the fibers spreading upward and 
outward like an open fan. These inner muscles are governed by 
thought and their delicate, firm movements should in no way 
involve the outer muscles which, in turn would interfere with the 
vibrating mechanism. | 

The organs of articulation, able to operate independently by 
this time, lend themselves responsively to the image of the vowel— 
first mental—by molding it into form with firm, though plastic, 
muscles. Into this mold the breath pours the golden tone. A 
perfect concept, it remains unchanged through the duration of 
the note-value not anticipating the next vowel; neither cramped 
nor pinched, and not interfering with the open, loose vocal mechan- 
ism. So expansively formed is it by the muscles of the front 
half of the tongue, and so securely focused back of the upper 
teeth, that the full gamut of overtones rings out from the beginning 
to the end of the tone, of the phrase, and of the range. 
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Keeping all the channels open, imagine you are leaning firmly 
into the vowel-mold. Lift the vowel-tone from the throat mecha- 
nism and put it forward into the strong muscles of the lips and 
the tip of the tongue. This means thinking of two things at the 
same time—firm vowel form and open channels back of that form. 

Sing “‘on the wind’’—that is, let the breath carry the tone 
into this form. The open body, of course, will give plastically 
to the end of the phrase, but it should be held as open as your 
strength permits. ‘To-morrow it will be stronger. To-day you 
must balance between using the strength which you have, keeping 

open and the “giving”’ to the tone. 

Having purified and unified the vowel and tone, the student 
is now free to develop color-values as thought and feeling dictate. 
This subject is more fully handled in succeeding chapters. Here, 
however, I wish to point out that color may be consciously given 
a tone by the form of the vowel. It is chiefly in the vowel-mold, 
secondarily in the consonants, breath, and resonators—now under 
control—that we are able to express the emotional thought which 
seeks an outlet from the realm of mind in utterance. The char- 
acter of emotion you wish to portray is imaged forth by straight- 
forward singing of vowels conceived in sincere thought, and 
colored by modulations varied in every conceivable manner. 

Be able to sing a scale or arpeggio on any cardinal vowel, 
and let it be representative of joy, sorrow, hatred, love, longing, 
whimsical humor, dignity, religious fervor, light fantasy, or 
dynamic passion, with right thinking expressed in right breathing, 
adjustment of resonators, and steadfast holding to proper vowel 
concepts. This must be done without interfering with the vocal 
mechanism. 

The International Phonetic Association has evolved a simple 
system of symbols which it is convinced may be applied to every 
language, each symbol designating a sound wherever it appears. 
I have used these symbols because I am persuaded they simplify 
the work for teacher and student in the exercises presented in 
this book. In the four languages demanded of the singer to-day, 
there are vowel-forms and sounds that are practically identical. 
In fact, the sounds and molds are so near alike that it is not neces- 
sary for a singer to learn a language to sing it acceptably. 

Those who learn the languages will find outstanding charac- 
teristics of vowel and consonant in each. In the French language, 
for example, the vowel-mold is more closed, even more forward, 
than elsewhere, and the consonants shorter and crisper, instantly 
released into a vowel. In the Italian language, the vowel is more 
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round and open, and the consonants are frequently doubled, each 
receiving its full value. In German the vowels are similar to those 
in English, and the consonants are often lingered upon to give 
word its full expression. Although each language has its pecu- 
hiarities, I believe the beginner will find a sure foundation when 
he bases his studies on the phonetic sounds presented by the 
International Phonetic System. 

The tongue symbols and positions for these vowel-forms (the 
: designates length) are: 


ff 


Front 


or 99 20 


es 


Middle 
8. 
9. 


10. 
Back be 


©. wo mt 


if COO aS Lee 


as in be, high front tongue 

as in hit, high front wide tongue 

as in lady, mid front tongue 

as in annual, low front tongue 

as in la (French) time (English diphthong) 
low front wide tongue 


as in went, high middle tongue 

as in her, je (French) high middle with slight 
lip modulation 

as in us, mid-middle tongue 

as in ask, low middle tongue 


as in gloom, high back with lip modulation 
as in good, high back wide with lip modulation 
as in t6t (French) mid back with lip modulation 
as in aught, low back, with lip modulation 


as in friih (German) rue (French) high front 
tongue with lip modulation 

as in blew (French) Héhle (German) mid-front 
with lip modulation 
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All vowel-forms are placed far forward under the hard palate, 
some so high as to produce naturally the feeling of resonance in 
the upper jaw. The terms “middle” and “back”’’ are merely 
relative. High front means that the sides of the tongue are up 
to the eye-teeth on either side. The middle position is immedi-- 
ately behind that, and the back immediately behind the middle. 
The front half of the tongue only is used, reducing, so far as 
possible, its movements and releasing the back half entirely. 
Whatever the movements of the sides of the tongue may be in 
the mechanical formation of the vowel-molds, the tip remains a 
comfortable support, at the lower front teeth. It only leaves 
this position for such consonants as d, #, 1, n, 7, s and th. 

“Diphthong”’ literally means two sounds. When the vowel 
sounds are so pronounced that they form only one syllable, as in 
“light” and “town,” they are said to form a diphthong. Attention 
must be given to each of the two sounds of the diphthong, that 
each may have its distinct form and grace. After practicing each 
slowly, hold the first one four beats and give the last one the value 
of a consonant. The latter is often called a “vanishing sound,” 
but it must have its perfect grace, although short in duration. 


DIPHTHONGS 
Tongue Positions 
er day, 3-2 
a0—~sky, 5-2 
oI boy, 13-2 
au bough, 9-11 


oU go, 12-11 
Ids ear, Q—7 
69 alr, 6-7 
29 )=6omore, 13~7 


Ud poor, 11-7 

Be able to hold the vowel of the following words for four 
beats; bird, word, heard, world, earth. Properly forming the 
vowel, 9, as in je, ne, in French, omit the r. This purifies ‘the tone 
and removes the trill, which is clumsy in this position. The r is 
only trilled when it is immediately followed by a pronounced 
vowel. 

The following exercises, practiced on the song examples which 
succeed them, aim to give you balance between the complete 
relaxation and the firm strength of the organs of speech. What 
is at first awkward will grow into excellence of speech and of tone. 
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“ 
de. Lskae1) bover chaste potlurns 9 9 9 pu 9a 
day sky boy bough go ear more poor 


I u I u 
you due 
u a Viaviclans so 
French toi suivre 
Italian : 
10 
VERGIN TUTTO AMOR Durante 


Sing each phrase, using the vowels only. Sustain a pure, clear tonal line 
while smoothly merging vowel into vowel. Think each form so clearly that 
you have definite contrast as you move from one vowel to the next. 


Ver - gin, tu - toa- mor, O ma-dre di_ bon- 
Ver - d3in tut - toa - mor fe) ma- dre di bon - 
€ = 1 | ee Oat ae O'- a - €- (=e 





ta-de,O ma- dre pi-a,ma-dre pi - a, a-scol-ta do-lce Ma- 

ta-de,o ma -dre pi-a ma-dre pi a. a skol-ta doltfe ma- 

a- @-0-a Qc" Ga. 6 i = "a 
) 


Qa-d- a-d-e-a- 


? 
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pec - ca - 
pec - ca - 


= = 
ow 
oS 
ag as 
cope [om 
— ~~ 
. oat 
a) 
ey te, 
ia) ek 
5) 
Bl) as 
Sas 
i Reties 
Slscs 
Pehla: @ 
o Oo 
Pe ee 
CaS 
> > 
a8 
= 
ac 
an 
om om 
= ie 





ga-noa tel suo 


giun 
muo- va, d3iun - ga-noa tei suo 


to suo ti muo-va- 
ti 


il pian - to suo 
1-1a- 


I] pian 


tor. 
tor 


Oss) a= 





so quel tuo 
ti ac- tJenti sen-tipie-to-zo kuel tuo 


ti sen-ti pie+to 


ti ac- cen- 


suo duol suoi tris 


ti, 


men - ti 


men 


suo duol suoi tris - 


’ 


& —— i 


uo 01 


uo 





so quel tuo 
~ ZO kuel 


»pie-to 
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Oo 


to 
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ie-o 


pie 
ZO, pie 


Oo 
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slog 48 


pie-to 
cor, pie 


b] 


cor 


pie- 


tuo 


to 


-to 


ie - o 


uo - 


ue 
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mor, OMa-dre di bon ta-de, O Ver-gin tu - oa- 
mor, O Ma-dre di bon - ta-de oO Ver-d3intut - toa - 
oO G4 =se- e i Jee ae Ae Oo ©. ‘<gel i =) eee 











mor, Ver-gin tu - oa - mor, _—s—s @ - mor. 
mor, Ver -d3in tut - toa mor, a@ mor 
OF - ft u- ca - O a-o 








Translation: Virgin, fount of love, 
Dear Mother, thou of mercy, whose heart was riven. 
O hearken, Queen of Heaven, to a sinner’s cry. 
Let kind compassion move thee, 
In mercy hear her sad lamenting, 
Her mournful moan ascending 
Unto thy throne of grace on high, 
O Mother, thou of mercy, 
Virgin, fount of love. 


LES BERCEAUX (The Cradles) Fauré 


Keep an even resonance as you pass from one vowel to the next, from the 
beginning to the end of the phrase. The nasalized vowels, peculiar to the French 
language, are marked thus, 4, é, etc. When singing these vowels, allow a larger 
stream of breath to pass through the head cavities than usual, but do not allow 
the vowel to “stick” in the nose. The air waves should pass forward, over 
this path, and out, into the vowel-form. 


In the French language the vowel is more closed and very far forward. 


Et ce jour la les grands  vais-seaux, 
e so 3ur - la le gra ve - so 





Fuy-ant le port qui di- mi - nu- e, Sent-ent leur mas- 
fyi - 14." 13° por Ril di ini ie hy 2 sa ta lar ma 


~ 


¥i “de > ae 2 i iss as |) VA Ha a S) 2 a 
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SA e e 
se re-te-nu- e Par la - me des loin-tains  ber- 
sa ra- ta-ny- 9 par la -ma de _ Iwa- ta ber- 
2 3 a2 y 2 a ain=, “3 € wa a € 





aN . ° 
ceaux, Par la - me des loin-tains ber - ceaux. 
SO par la => ma “de. Iwa = ta ber - so, 


oe. a a Wu 0 e = Wa 8 Ete GC 





Translation: Then, as the vessels cleave the foam, 
Sinking the port below the ocean, 
Beckoning dreams, staying their motion, 
Point back to the cradles at home. 


DU BIST WIE EINE BLUME (0h Thou Art Like a Flower) Schumann 


On the color of the vowel depends the color of the word. After practicing 
this exercise and establishing the free, even flow of the vowel-tone, color the vowel 
to fit the meaning of the word. Never allow any interference with the vibrator, 
the vocal mechanism. 


Du bist_wie eine Blu-me, so _ hold, so schonund 
du -—s ibbist — vi aine blu) mo zo holt unt fgn unt 
i alo untae St ie | U 1) U 








rein; ich schaudich an und Weh- mut 
rain ioeaii au dig an unt ve - mut 
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schleicht mir ins Herz hin-ein. Mir ist—— als ob ichdie 
flaict mir ms Herts hin - ain mir 1st, —— als op iemus 





Han-de aufs Hauptdir le-gensollt, Be-tenddassGottdich er- 
hen-do aufs haupt dir le-gan zolt be-tant das got dic er- 
& 2 au au et ey eee ec kd a 2. aS 38 





hal - te so rein und schon und hold. 
hal- ta zo rain unt fgn unt holt. 
a 3 O al U p U 2, 





Translation: O thou art like a flower, 
So gentle, pure and fair, 
I gaze on thee and sadness 
Steals o’er me unaware. 
I fain would lay, in blessing, 
My hands upon thy brow, 
Praying that God may e’er keep thee, 
As pure and fair as now. 


WHEN LOVE IS KIND Old English 

Purify the center of the vowel and you will purify your tone. Deep breath- 
control aids you in this. In English, where many of the vowels are diphthongs, 
this problem needs careful thought and practice. Keep the first part of the 
diphthong unchanged throughout the duration of the given time-value, and let 
the second part, called the “vanishing sound,” have the value of a consonant. 
The vanishing sound is short but very pure and free. 


i. When love is kind, Cheerful and free, Loves sure to 








SUA eI a I Pest Tee 1 A Ua u 
2. If lovecan sigh For onea- lone Well pleasedam 
IA Ett I 2 Wa A o——vU € i z 


3. Love must,in short, Keepfondand true Through good re - 
a) i Det FB u U I 


A A I 
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find Wel-come from me; But when love brings 
a I € A a) i AT tt A I 
I To be that one; ButshouldI see 
a I u i Ba WA A u al i 
port And e- vil too,Else here I swear 
) # i I u & ee) al WE 








Heart-acheand pang, Tears andsuchthings, Love may go hang. 
a el & @& tor ee ke I A el ou 2 
Lovegivento rove To twoor three, ThenGoodbye,Love. 


A I u o—vU u u =) 1 € U al A 


Young Love may go, For aught I care, To Je - ri-cho. 
jA A el O—UvU 9 2 i 


al E09 u € 1 OU 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF VOWELS 


CoME RAGGIO DIPROL. er eee ee eee aldara ..c.bmaitan- Pe pete M. 
Lascia CH’IO PIANGA. Rinaldo........... Mandel octyl once actrees 2 H. L. 
MatTINO DI LUCE (Quattro liriche)........ Respigii). #.52% > 8. eter ae M. 
CONTRASTOx creo ¢ Uhee eee BA ST eee Respight: 32, do28 32s oe M. 
Bevua Porta pi Rusrni (Ruby Portal)....Falconieri................. H. L 
Den PItv A ME NON V’ASCONDETE (Oh, 

those} os c2tey oo scr eee feed ee Buononcini.. ».o. es ee H. L. 
A Morrre (Ah, to perish)............... Carissimi ack. o> se eee H. L. 
Brau Sort ic eoteet a eer eee Delsey 2a cg re M. 
Cufre Nuit (Dearest Night)............. Bathelet.... 2s ute en eta H. L. 
Les CYGN ES; chad dora arc eee Hahn, «oc ie este ee H. L. 
CHANSON DES CUEILLEUSES DE LENTISQUES. Ravel..............---.-. M. 
CHANSONS MADECASSES.............-.-. Ravel -ah «10cvxcien oa eee M. 
Der GARTNER (The Gardener)...... Ver: Wolfs wee. eede ae eee H. L. 
MEINE LIEBE Ist GRUN (My Love is green). Brahms................... H. L. 
Dv RING AN MEINEM FINGER............. Schuman. vice cae eee H. L. 
Gresanc Weytas (Weyla’s Song)......... Wolf 2.) \extew te Grose eee H. L. 
GRETCHEN AM SPINNRADE............... Schubert. v5 322 ssf eee H. M. 
FROglLINGSNACHT. co) oe ee ee eS Jénsen=2-—. Pages se eee H. L. 
WIE SOLLTEN WIR GEHEIM SIE HALTEN..... R.-Straiss¢-.) aie ee ee M. 
Fir Musix (For Music)................. Frangs ssc. see H. M. 
UNGEDULDER fo ae ea ee eee Schubert 4.3. tes ar eee H. L. 
How -Muca'l Love. Vou.y 44-2 La. Forgé-:'. 2 5% Sete H. L. 
WINGS oo te eee ae ee Johnson... 2 ainwis cee H. L. 
CONSTANCY iat dete oe heart nee ee Barnett... 2. 2. Gk ao eee H. L. 
ArpuH WISHES FOR THE CLOTHS OF 

FIBA VEN ee ie, Sa eee eee Fogel. ....2 ous 21a Se H. L. 
In Cupa\(Mexican dit). ee ee eee La Forge... ).... 3-2 eee H. L. 
EARLY SPANISH CALIFORNIA FouK-Sones...Arr. by Ross.............. H. L. 
From Out tHE Lone AGo............... Stratton >. t.se6 eee H. L. 
Tue Heavy Hours (Early American)..... Arr. by Endicott........... H. 
Kervess Love (Early American)......... Arr? by Taylor... eee M. 
Tur DANZA 3% ontos)s oa oc eee Pe ee ee Chadwick? 2200). 43. H. L. 
Ay, Ay, Avy (Spanish). 3: 2.94 ee Peraz-Freire............... is 
SUNSHINE: i... setae ee, Gal ee a eae ae Wolk so .Get ee ee ee H. L. 
Frecps 0° BALLYCLAIR, <. 2... u6--2 ee emt Turner-Maley ¢. 4.7.1 eae H. L. 
Prrate DREAMS 0.405. pecan roe Huefta te) hoa lees eee es H. M. L 
A Curistmas Caron (15th century)....... Baxi ce 2 pod aoe aoe H. 
LULLABY? ocd. tn cee ee eee C.; SCOUE gia. ae wae ee ee H. L. 
Tur PLAYER. QUEEN... co 07. 44 cae Carpenter. .’.... «cic 5a ae M. 
Lone Aco, SWEETHEART MINE........... MacDowell... 0.325. as L. 
O In My Deviwss 2270 eo tee eee Chop .77. < ds 04 30 eee H. M. 
Arn Love; But a Day> 4. eee Beach ey, Cee Pe H. L. 
I’m WEARIN’ Awa’) JEAN. cee ee Botte os autos H. L. 
Drink TO Me Onty Wits Tune Eyss...Old English............... H. M. L. 
Siciy ROSES... vcs so eee ele ee Bostelmann............... H. L. 
SEASHELL. <6) ¢5 atte ee 2 ae ee Efigel ayeies../ aii 2 eee M. 
Treiu Me Not or a Lovety Lass......... C: Scott. 2) a i. hae M. 
ViIrGIN’S SLUMBER SONG................ Reger’. 25-4 oS aa H. L. 
Sinte SONG ing ov os Fao eee La Forget. 235-65 ab oe H. L. 


CHAPTER XV 
CONSONANTS 


Just as the core of every word is the vowel, character, dis- 
tinction and punctuation are given by the consonant. For this 
reason the pure vowels demand the full time-value of a note, 
while the consonants are crisp, exact and quickly enunciated. 
The consonants may be said to complete and fashion the word, 
giving it warmth, color and clarity. The student gives careful 
attention to the forming of consonants in order that he may bear 
his great part in beautifying the tone and expression. 

The problem is to preserve the smooth flow of the vowel-tone 
and still make every word clean-cut. The vowel cavern must 
remain as undisturbed as possible to maintain an even balance 
of resonance. The tongue and lips, therefore, must do the forming 
and moving, and in order to secure delicacy of articulation without 
loss of precision, the motions must be made with extreme rapidity. 
These members are very awkward, weak and unruly at first, but 
gain strength and accuracy through thoughtful and persistent 
practice. Passing through the stage of effort, the actions of the 
muscles of the front half of the tongue and the lips, on the palate 
and on the teeth, will become as strong, agile, alert and delicate 
as the wings of a butterfly. In time, all movements will be auto- 
matic. 

The power and density of vocal color is made both fluent and 
elegant by the right enunciation of consonants. When establish- 
ing the sweetness and the flowing beauty of the vowel-tone, the 
consonants must not be neglected. Consonants must never be 
slovenly or the singing will be uninteresting and mushy. On the 
other hand, over-pronunciation causes a needless muscular effort 
which interferes with the vocal instrument and obstructs the out- 
pour of tone. Vowel-tone and consonant must not be sacrificed 
one for the other; rather should they assist each other. 

Recognizing a balance of values, the vowel-tone should be 
glided off the consonant—never jerked off. In the same gentle 
way, the lightly regulated lips and tongue glide the vowel-tone 
into the consonant. The free vibrations of the voiced consonants 
keep the line of resonance of the vowel continuous, and the voice- 
less consonants pass so quickly and lightly that they can in no 
way disturb the vocal line. Voiced consonants, particularly when 
they are final,‘often need to be more or less sustained, in a hum- 
ming style, creating the most expansive vibrations, in order that 
they may amplify the color of the word. 
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It is the correct handling of the consonants that brings the 
tone forward and aids the flow of the phrase. The vital expression 
of lips and tongue together vivifies the word and consequently 
the message of thought. 

D—T—L—N. With the jaw dropped loosely from its hinge, 
these consonants are all formed by placing the tip of the tongue 
in the center of the bridge of the palate, immediately back of the 
upper teeth and regulating the pressure. This pressure must be 
firm in the tip muscles, but must involve neither the back of the 
tongue nor the throat. Releasing a slight pressure gives us D 
(voiced); an explosive release of greater breath-pressure gives us 
T (voiceless); allowing the tongue to linger in position gives us L 
(voiced); while the same lingering, allowing the breath to flow 
into the nasal cavities (voiced), results in N. Gliding from each 
one of these to the high front vowel position, 7, or any other 
vowel-form, without moving the jaw, the tongue moves rapidly. 
Practice will bring agility and strength. 

C—K—G. With the jaw dropped loosely, these consonants are 
formed by the gentle pressure of the tongue against the center of the 
hard palate, followed by instant release, without moving the jaw. 

Ch—C—S. Here the jaw remains loose, but not dropped, 
and the tongue pressure is against the teeth, sufficiently light to 
allow the breath to flow through. The jaw drops as the consonants 
float into the vowel. 

Th. The tongue placed between the teeth, loosely enough 
for breath to pass, forms the th in “‘teeth.”” Vocalizing with the 
same position forms the th in “‘thine.”’ 

B—P—M. Allowing the lips to close gently over a partially 
dropped jaw, and then releasing them forms B (voiced). The 
same position with an explosive release forms P (voiceless). The 
same position, allowing the lips to linger while vocalizing, gives 
M (voiced). 

V—F. An under-lip pressure against the upper front teeth, 
so light that the passing breath may be vocalized, forms V. 
The same position with quick, explosive breath forms F. 

R.—is trilled with the tip of the tongue against the forward 
part of the palate. 

The vocalization of the consonants V, L, M, N, R, and Z, 
and sometimes th, must be achieved on the pitch of the vowel 
following, never above nor below it. Because of the great value 
of these vocalized consonants in coloring the word and giving 
warmth, delicacy, swiftness, and grace to the phrase, they deserve 
particular attention. 
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Powerful and declamatory singing—valuable in all forms of 
dramatic expression— depends on the charm of clear and distinct 
articulation. For this the consonants must be exact and glib. 
Using the notes of songs, I have combined the consonants with 
vowels in two of the exercises, feeling that full attention will be 
given individually to the technique of the problem because no 
meaning is involved. 

Be able to drop the jaw—lips round and relaxed—to protrude 
the tongue as far as you comfortably can, and to widen and point 
the tip alternately. 

Be able to do the same by pointing the tongue just back of 
the upper teeth and alternately widening it. 

The phonetic sounds of nearly all the consonants are alike 
in Italian, French, German and English, and these symbols are 
just as they appear in the alphabet. They are b, d, f, g, h, k, 1, 
m,n, p,r,s,t,u, w,z. Others are: 

f—ch as in tJik—cheek 

f—sh as in fu—shoe 

@—th, voiceless as in 01n—thin 
6—th, voiced as in 6ain—thine 
N—ng, voiced as in sin—sing 
3—s, voiced as in me3z—measure 
j—y as in jat—yacht 

M— wh as in Mit/—which 


c—ch (German) as in dic—dich 
x—ch (German) as in dox—doch 
k—ch (Italian) as in ke—che 








Sr —— n-—1 —y — Dri n-—-I —pn 
sing - ing bring - ing 
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Sarri 


SEN CORRE, L’AGNELLETTA 


exercise with the tip of the tongue or lips. 


Right enunciation of these consonants will aid you to bring the tone forward. 


The muscles of articulation will strengthen with practice. 


Articulate the consonants of this 


They must in no 


way stop the flow of the phrase nor interfere with the vocal apparatus. 


Glide the tone off the consonant smoothly and fluently. 


po tu la be da meni po tu 


ni potu la be dameni 


labedame nipotu ni bedame ni potulabemenipo la be 





damenipotu la be dame ni 





po 


tu la be dameni 


po 





ni 


be dame 


la bedameni potula me ni potu la 


tu 


potula me nipotu be damenipo tulabeni potu la be 





po 





rt, 
ni da me ni 


be da me 


la 


tu 


da me ni po 
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O MIO FERNANDO (La Favorita) . Donizetti 
Sing this exercise slowly at first, vocalizing the consonants on the pitch of 


the following vowel. 
Expand the vibrations of these voiced consonants in a humming style. 


ni me vo zu ro la nimevozu ro la me vo ru 





zo lanime vo ruzolani me— voruzo la ni me voru 





zO lanime voru zo_lani mevoru zo lanimevoru zo 


yi 





wa. ee Le_e 
ss 
@ 


VERBORGENHEIT (Secrecy) Hugo Wolf 


The vocalized consonants in this exercise will aid you in giving color to the 
meaning of the words. Vocalize them on the pitch of the following vowel. 
Only in two cases is it permissible for the artist to slur from one pitch to the 
other. The one is when moving from one pitch to another on open vowels, 
7. €., without an intervening consonant. The other is on a vocalized consonant. 
The final measure gives the case of slurring on N, which gives warmth and colorful 
meaning to the word. | 


Lass 0 Welt, o lass mich sein! lo-cket nicht mit Lie-bes-ga-ben, 
las o velt o las mig zain lo-koat nict mit li - bas-ga-ban 





lass dies Herzal-lei - ne ha-ben sei-ne Won - ne,sei-ne Pein! 
las dis hertsaltlai- noha bon Za-no aon -_ No, Zai-na pain 





Translation: Tempt me not, O World, again, 
- Lure me not with joys that perish, 
Let my heart, unspoken, cherish 
All its raptures, all its pain! 
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SE FLORINDO E FEDELE (Should Florindo be Faithful) Scarlatti 

This exercise combines the voiceless with the voiced consonants. Let the 
first kind be crisp and of short duration, and the second slightly longer, with a 
free singing quality. In Italian, double consonants are given their full value. 
As all consonants are formed with the muscles of the lips and the tip of the tongue, 
no other muscles should be in the least involved. 


° 4 e ve 
SeFlo-rin-do e fe-de-le iomin-na- mo-re - ro, 
Se flo —rin-do_ e fe-de-le iominm-na -mo-re_  - rd 





SeFlo-rin-dq_ ¢ fe-de-le iomin-na-mo-re - ro,sé fe- 
Se flo-rin-do e fe-de-le iymin-na-mo-re - 12 se fe 





* . ‘ ? 
de-le Flo-rin- do min - na-mo-re - ro. Po-tra ben lar-co 
de-le,florin-domin-na mo-re-rp. Po-tra ben lar -co» 





ten-de-re il fa- re - tratoar-cier, chio mi sa-pro di- 
ten-de-re il fa -re - tra toar - tfier ki9 m) sa-pro di 





? . . ° ° e 
fen-de-redun guar-do lu - sin-ghier. Pre-ghi, pian-ti 
fen de -re dun guar -do lu - zin -gier pre-gi pian - ti 
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fe - 


i 


ma se Sa-Ta 


e qgue-re-le, io non a-scol-te- ro, 


fe - 


ma se Sa-tfa 


skal - te -- 13 


non @ 


19 


e kue-re-ie 





ro. 
ro) 


Je 


i0 min-na-mo-re - 


iD 


*% 


ma se sa-ra fe - de-le 


de-le, 


mo re - 


ma se sa-ra fe- de-le min-na 


de -lJe 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF CONSONANTS 


Inu mio TESORO. Don Giovanni........... Mozart... 0 ea eer Ten. 
STIZZOSO MIO BTIZZOSO. 1. nL ont ke ee Pergolesti.<is. avesce wae M. 
SU VENITE A CONSIGLIO (Hey, come hither). .Scarlatti.................. M. 
LA DONNA E MOBILE. ARigoletto........... Verdig.. 2. win Soyehis cea Tenor 
SERENATA DELLE -ALPI.g. ec. st5te oe SAMO: esc ee eS eT ee M. 
TARANTELLA NAPOLETANA...........---- SaderOes,. vee outa ne es M. 
BEGLI OccHI, MERCE (Have mercy)........Tenaglia.................. H. L. 
SAINTE... sey Seeteat ine eee eee Ravel vnc. Ge. st ee ee eee H. 
Le FAUNE . 51: 40hs ae ee a ie ee Debussy. ok ae ee H. L. 
AMINTE jc «44: ee Gea cea tee ae eee Weekerlingz. 4: ieee ae M. 
Le BEsTIAIRE, OU CORTEGE D’ORPHEE..... Poulenetey ake Se M. 
Les Papiuuons (Butterflies).............. Chaussons. $2 en cy eee M. 
Le MaRIAGE DES ROSES (The Marriage)... Franck. .................. H. L. 
Le Couisri (The Humming-bird)......... Chaussones 22 ore eee M. 
MANDGIANE? fe ooeacRe ons 6 es ee ee Poldowskix . fec3.6c see M. 
LES TRES PETITS CHATS. ..00.0.. 5.500 ss oa. Piertié io. co oh on ee M. 
Le SOMME Ns hee be eee oe Ferrari: 20 ee eee M. 
MINNEWED (Lovesong) -.tct: a4. be Sa ee Brahms2)..57 alas eee ee H. L. 
Das: WANDERN Mae eee oe ee Schubert.sa ao take eee H. L. 
DIE BEIDEN GRENADIERE. ...........+..; Schumann. =: 4.025 see ee H. M. L 
Ich ‘GROLLE NICHTS. ae ee ee Schumann. ....-. /a eee H. L. 
Die LotossLuME (The Lotos-flower)...... Schumianiiee.tscae eee H. L. 
Mutter, O sinc MicH zuR Rvuw’! (Mother, 

Oly BITig)) © 2 ke pe ose tere enna oe Pea cca aera BY at Zins oe cess ck os ee M. 
ZURIGNUNG (1OlVOU) oe +s eee ee R.-Strauss). 35... 0s eee H. L. 
WIE BIST DU, MEINE Kénicin (How art 

thou)..-.°i nigh ooo A oa so ee Brahins eis os oy ese eee H. L. 
STILLE SICHERHEIT (Silent safety)........ Franz ict. 2 «1th a eee H. L. 
AUF DEM GRUNEN Batcon (On the leafy 

baleony) ; >... eet a oe ee eee Wolf). vit was x eee H. L. 
AUCH KLEINE DINnGE (Some little things). .Wolf..................... Hoi, 
Das FISCHERMADCHEN.................. Schuberts...o) S22. eee H. L. 
WILLow, In Your Aprit Gown.......... Milligans 2. \.532 eee H. L. 
Grpsy SONGS ous 05 es Ce ee Dvofék 2 sees. Dae eee H. L. 
My Lover is a MULETEER.............. Di Nogero.... see eee M. 
RETREAT coe ita eee cate eet ann er ae La-Forge4).c22 os eee H. L. 
SYLVIA Lio wee ce 2 Reena ieee ae ee Speaks? .<..22 dees See H. M. M. 
THE BUBBLE ‘SONGS Jeske oe eee Shaw)... ean eee ee M. 
Lowe LonGdAGo .a) 4) eae eee eee Turner-Maley............. H. 
Swatlevenr> 28 a o- 25 vi oe ee eee Ireland i420. a eee H. M. L. 
Brrp’s CourtTiIn’ Sone (Vermont Hills’ 

SONS) Wacaay snekew uke ee eee nee Arr, by Hughes;...2 #228 M. 
Frog Went A-Courtin’ (Kentucky Mt. 

DODGE) ec ere ene cite ions ieee eee ee Arr. by Brockway-..i45. eu M. 
To a Youna GENTLEMAN (Chinese Tone 

Poem). ict eee ae eee eee Carpenters 2 Se ca M. 
Tue Kerry DANCE............. cape a Molloy (i... Sign 5 ee H. L 
THE SERENADE. . .\. Uwe ac Cou ee eee Johnson... 5. hk eee L. 

I Mino rat: Day... 23s a eee Huhns ooh eee eee H. L 
Come Down 10 Kew). oo eee Deir. eae ee H. M. L 
On & Eapep VIOLET 3. oi cee eee Deisae as ee ee L. 

I Witt Go Wirn My Faruer A-Piowing. .Quilter................... M. L. 


In: DORSET. oe les cas bb ee ee WOVE... 8s ca See ie eee M. 


CHAPTER XVI 
PRONUNCIATION 


It is a truism that all words are essentially vocal. When the 
vowels and consonants are correctly formed and smoothly allied 
the vocal curves and cadences of a phrase are beautiful. When 
the two have proper balance, the line of resonance vibrates in a 
sonorous, unbroken line, like a silver cord, from the beginning to 

the end of the phrase. When they are the utterance of a fine, 
~ cultured mind the result is fine pronunciation. If you pronounce 
justly, appropriately, you will sing easily, with a beautiful quality 
of tone. 

This applies to the speaking as well as to the singing voice, 
for the same vocal bands vibrate for singing as for speaking. The 
singing voice includes the speaking voice. Singing is only speaking 
on a larger arc, and those singers who utilize what they have learned 
of breathing, tone-production, resonance and pronunciation in 
their conversation will have beautiful speaking voices. Voice is 
the human instrument on which each plays his life’s motives and 
emotions in his daily contacts. If one would improve his speaking 
voice, let him study singing; if one wishes to improve his singing, 
let him put what he knows of singing into his conversation. 

The singer’s own language needs the most study. To give 
it all the beauty, form and color-perfection required, means the 
elimination of provincialisms and careless habits of pronunciation. 
I have found the study of foreign languages essential to the singer 
and productive of varied benefits. The primary benefit is that it 
improves one’s own language to a great extent, because it calls 
for acute attention to the exact form of the universal vowel and 
consonant. Its very strangeness demands careful construction of 
the forms. The ears, always sensitively listening, become keener 
to correct and cultivate balance and tone, which improves our 
taste and, resultantly, our English. Great song literature is 
found in Italian, French and German speech, and as the true 
message of these songs cannot always be translated one should 
be able to sing them in the original text. : 

Expressing and interpreting the mind of the poet, the singer 
should be familiar with great poetry and its authors. He should 
be able to read it aloud with clear, fluent enunciation, expressive 
rise and fall of intonation, and depth of feeling. If he cannot 
read it, he certainly cannot sing it. I believe the artist loves and 
reads poetry as he does music; otherwise, he could not interpret 
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two creative minds at the same time. Becoming absorbed in the 
text, he completely loses all sense of self and consequently all 
sense of fear. He is elevated by the strength of his idea and speaks 
or sings musically. 

It is the various forms of vowels and their blending with 
consonants which lifts the singer above the instrumentalist and 
makes his musical line more interesting and colorful. When the 
flow of words is pregnant with meaning, it is the essence of vocal 
classicism. Words should be sung with so much intelligence that 
they express emotion without sentiment, and reflect color without 
disturbing the vocal instrument in the throat. Listen attentively 
to determine whether your pronounced word portrays the thought 
which is in the word and creates its atmosphere. Join example 
to precept, and demonstrate the true correlation of concept to 
tone and of tone to concept. It should never be too much trouble 
to polish and refine a word or phrase so that you may produce 
great effects at the proper moment. 

The multifarious opportunities given every music student put 
culture within his reach. The result of culture is eloquent, lovely, 
perfect and vivid pronouncing. I believe that deep breath- 
control plays a vital part in facilitating neat articulation, for the 
muscles of the trunk are robust and will take the weight, relieving 
the sensitive muscles of the jaw, cheek and tongue, and giving 
them the freedom for expansion and adjustment necessary to 
vitalize the tone and lend character to the work. Elastic, expan- 
sive enunciation, musically sustained, will make any method 
smooth and round. When both the central point of the regenerate 
word, the vowel, and its circumference, the consonant, are present 
in their just perfection, the unified musical tone fully reproduces 
the thought, whether the word be sung or spoken. Quality, in 
the main, will depend upon articulation and pronunciation. 


Hints on Memorizing 


Memorize every song you study. Only after words and 
music are memorized, and the technique is mastered, will you be 
able to plumb its depths and give it life and meaning. As you 
form this habit, memorizing becomes a quick and simple task. 

Three senses may be depended on for this work—feeling, 
hearing, and seeing. Say the words many times as you play the 
song, and feel the flow of the words. Then, quite independent of 
music and instrument, be able to hear the words and music in 
your inner ear. If you cannot, go back and play it until fully 
familiarized with it. To use your voice is of no value until the 
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inner hearing is established. Again, independent of instrument 
and music, be able to see the printed page, accompaniment, 
melody, and words on the blackboard of your mind. Go over 
these three ways of securing a sharp impression just previous to 
retiring, for the mind is more receptive before it sleeps. In the 
morning, go over the work by memory, and you will find it there. 

If you have these three distinct methods for memorizing, and 
one of them happens to fail during a public appearance, you still 
have the other two to tide you over the crisis. This insures you 
against ever being at a loss. 


CHE FIERO COSTUME Legrenzi 

After practicing this exercise slowly, using the vowels only, let the truthful 
form of the word bring forth the color and beauty. When you have mastered 
vivid pronunciation, sing it up to tempo. 


Allegretto con moto ¢.=56 
Che fie-ro cos-tu-me dal-i- ge-ro nu-me Chea 
Ke fie - ro cos -tu-.-me dal -i--dzse-ro- nu-me ikea 





for-zadi pe-ne sifac-cia-ado-rar, si fac-ciaa-do-rar! Chea 
for-tsa di pe-ne sifa-tJia-do-rar si fa-tJia-do-rar, Kea 





for-za di pe-ne si fac-ciaa-do - rar! E 


for-tsa di pe-ne_ si fa-tjJia - do - rar! 
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purnellardo-re il dio tra-di-to-re un va-gosembiante mifeidolatrar, 
pur nel ar-do-re il dio tra-di-to-re un va-gosem-bian temifeido -la-trar 
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Un va-gosembiantemi fei-do-la-trar. Che 
un va-gosem-bian-temi fei-do-la-trar. Ke 
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cru-do des-tinoche un cie-co bambino con bocca dilat-te sifaccia stimarsi 
cru-do des-ti-no ke unJie-co bam-bi-no conboc-ca dilat-te si fa-tfia sti-mar,si 
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@ 
fac-cia sti-mar, con boc-cadi-lat-te si fac-cia sti- mar. 
fa - tfia sti - mar, con boc-ca di lat-te si fa-tJia sti -- mar 





Translation: How void of compassion is Cupid his fashion, 
Who drives me by torment himself to adore! 
And yet in my ardor I follow the harder. 
The vision illusive he shadows before, 
O Destiny senseless! A boy so defenseless, 
Scarce wean’d, yet can make us his favor implore! 


BOIS EPAIS (Woods so Dense). ‘Amadis’ Lully 


Characteristic of the French language is its long, musical vowel and short, 
crisp, clear consonant. In this case, let the vowel color the meaning of the word. 
When the n or m nasalizes the vowel, it is not pronounced. 


Bois €- pais, re- dou-ble ton om- bre, Tu ne sau- 
bwa ze - pe, ra- du- bl t6  n6 - bra, Ty na so 





raisétreassez sombre, Tu ne peux tropca-cher monmalheureux a- 
re zetra - se sO. bro, Ty-nspg tra ka fem6d mala - rgd Za 
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; 
mour. Je sens undes-es- poir dont lhor-reur est ex -tré- me, 
mur 39 sa -zo de zes- pwarD6d 19 -rar_ € - tek-stre- moa 





Je nedoisplusvoir ce que jai-me, Jenepeuxplussouffrirle jour. 
39 nedwaply vwarsa koa 3€-mo 39 nopg_ ply su -frir Jo zur 





PASSING BY Edward Purcell 


The smooth adjustment of voiced‘and voiceless consonants, and well-rounded 
vowel colors the pronounced word. In this case, discretion and good taste wil! 
give the sung word its fullest value, bringing the song to life in the imagination 
of your audience. Vivid contrasts, without mouthing the words, vitalize the 
pronunciation and give pleasure to everyone. 

When singing English, always make a point of practicing the diphthongs. 
This will beautify the tone and the diction. 


i.There is a  la- dye sweet and kind, Was ne - ver 


der IZ Meee bi swit end kaind woz nay 
2. Her ges-tures,mo-tions and her smile, Her wit, her 
ha d3es - tlaz mou-Janz end ha small ho wit, ha 
3. Cu- pid is  wing-ed and doth range Her coun-try, 
kiu - pid iz wm -2d end dad reind3 ‘ha can -trj 





face so pleasd my mind, I did but see _ her 
felis so plizd Mal - matind al did bat si ha 
voice my heart be - guile, Be-guilemy heart, I 
vols mai hat br - gall Bre gatl~ “mar “hat, al 
so my love doth change, But changethe earth or 


SOU. mal lav da® tfemnd3, bat tfemnd3 61 a0 oF) 
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pass-ing by, And yet I love her till I die. 


pa sIn bar end jet afl lav hig 2 ttl ar dar 

know not why, And yet I _ love her till I _ die. 
nou not Mal end jet al leve 7 i til al dar. 
changethe sky, Yet will I love her till I _ die. 
tfemd3 de skar jet wil al lav ha trl al dar. 


fe 
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SONGS WHOSE SUBSTANCE PRESENTS THE CASE OF PRONUNCIATION 


Danza, DANzA (Dance, maiden gay)....... BIHIREME See. on kot H. M. 
Non so p10 cosa son. Marriage of Figaro. .Mozart................... Sop. M. 
IN QUESTA TOMBA (In this sepulchral)..... DIPCLNOVEN 85 a Coes Oe : 
La MAMMA MoRTA. Andrea Chénier....... SaROPRIOO PS ee ak Dae. os Sop. 
Serenata. The Jewels of the Madonna....Wolf-Ferrari............... Sop. 
EMR Li he tas eee Me. us Mtr 2, Re Qe oe ee M. 
CHI VUOLE INNAMORARSI (The man who 

RENE he he ce Fg gs a HY PIEMINARTASE ES lS Shi ee ck» H. L 
NEL COR PIU NON MI SENTO (No more my 

pened, 5 toto. So's eet. WA Sel are PeIstCuGe ste 5 ee, hie tae H. L. 
merarenmimt. AMwtrane..............-.«. Bireeteme ets: a we eer ak oe 8 M. 
LasciIarR D’AMARTI (Love’s bond to sever). .Gasparini................. M 
EET Ty IG XAUDETs:. 9. 2.26 6 is eo ak a Wreckerin 214. for & 7 oad 8 M. 
IMR oh. (35. id 2 < Sys io As ne ae PERU seo Ole oo HLL. 
iy Sg RR cae a a OE ee? ae oe oon H. M. L. 
emmemee ) Agwvarelles... . 2.05 sss 2 sn LS. Detitesty 20 a7. tomes. 253 oe H. 
VILLANELLE DES PETITS CANARDS......... Chatrier: Tot) .bacjat wtb. © nx M 
I eo Se ee oe eS , Paure ss et ee cee ee ee M 
meereMPre DES Fees... 2 025... 5... eee Rocchitne. oo. oe eet 2. H 
RossiGNOLs AMOUREUX. JHippolyte et 

Pe ee Soe es Sey ca ne ee oe MRR IIPATE Roe ee aE a ae oc M. 
DEERIUMETIBAND CO is) 3 i is ee we esnimberter lta. eee tek tee. H. L. 
MII er Pe Henk oe a ee ek ok Beethoven...... Riches H. L. 
O KomME, HOLDE SOMMERNACHT......... Brahmise) 2003) Je. HOE. 
IMMER LEISER WIRD MEIN SCHLUMMER..... Brahms (i ast nee cst: Pecoored «Oe VE 
SS ee ee Wal oo ae te ee H. L. 
EN crs i ne jt oe po wie NROLE Se re ere eee H. L. 
MAUSFALLEN-SPRUCHLEIN (The Mouse- 

NNT Sete Ss les bens WOLF Dh Pit i as ea H. L. 
ine 9 a eet Na a pare, ge Tschaikowsky............. H. L. 
Dein Bivp (Thine Image)............... Weingirtner............... M. 
FrUaLINGsNAcnHtT (Spring Night).......... Schumann see) Soke wus oho. M. 
JEANNIE WITH THE Licut Brown Harr...Foster.................... M. 
eer) or a wit. he et. Dobecms...2c visti ce. ooo H. L. 
THERE ARE FatrRies AT THE BOTTOM OF 

EIEN ee ee as co ERT es eee H. L. 
Se a Walley coro ak. fe Sein M. 
Re AREY Pe. 5 wo i. oe ee sk TPAYIOE S|... se aes es ee ees H. L. 
CapTaIN STRATTON’S Fancy............. ge hee i  Paalad Reged H. L. 
I Love My Gop anp He Loves M_E...... Bullocks #5 tae. M. 
ES es ne i a Gribee sr oro 2k Ge aks Mz. 
Tue Brown Birp SINGING..............-. WO Sees ee, ane H. M. L. 
Pane DONSHINE...... 5. 22. eee. Lurner-Maley—. 024-24... H. L. 
Seer WATER SONG... ...-2-...---2-005- egw ce ee ek con 
Tue Lake ISLE oF INNESFREE........... Petite ee seer oat teks oo H. 
Mie, tees. og Pe tig Peale: Deteaths. 230 e Bovis xe M. 
aw ouricn (A la Russe). .............:. fae ee ae ae M. 
PME SPRING... <  oc  ne e e es wk Rachmaninoff. .... ak Mt H. M. 
A BatiymvureE Batuap (County Antrim) ...Arr. by Hughes............ M 
In THE LUXEMBOURG GARDENS........... LENT UTS Re? a AA Sl nA M. 
Love Witt Finn Out THE Way.......... Ler Ree ee ee, H. L. 
Kitty, My Love, Witt You Marry Me?..Old English............... H. L. 


NT ge a ie, Leben warts Whorwan ie ea recs ae he H. 


CHAPTER XVII 


INTERPRETATION 


Mind is the source of all ideas and the starting-point for the 
singer. The artist is presenting the minds and the emotions of 
both composer and poet. Having gained vocal mastery and 
musical efficiency, he must himself, interpretatively, be a poet. 
He must be conscious that his soul is capable of infinite expansion, 
able to imagine that the sea itself flows through his being—that 
he is clothed with the clothes of Heaven and crowned with the 
stars and moon! Convinced he is heir to all this he may communi- 
cate a certain character of “infinitude’’ to whatever he delineates. 

Having an infinitude within himself a poet has the vision of 
the beauty and orderliness of unseen things, the fitness of the 
ideas of the universe. He is inspired to either lyric or philosophic 
comment, and the result is a poem. ‘To interpret this poem, the 
artist must first know something of the life of the poet, the age in 
which he lived, and this knowledge aids him in taking the second 
step, penetration of the poem’s meaning. The immersion of his 
thought in the poetic content of the text identifies him completely 
with the character, whether the expression be contemplative or 
dramatic. He finds every word and every phrase pregnant with 
significance, lending itself to varied and subtle nuances. Singing 
the poem then, he is able to express distress, happiness, revenge, 
sorrow, love and humor, and to make his audience experience the 
same emotions. He so vivifies the emotions that they strike fire in 
the consciousness of the listener. His own mind must remain calm 
and poised so that he may reflect the full gamut of human emo 
tions with the accuracy of a mirror. Should his own emotions 
become involved, he may enjoy them, but his audience will remain 
cold, for his picture is inverted, not extroverted. ‘True expression 
is the outpouring of the sincere portrayal of emotions. No two 
individuals ever render a phrase the same way. Some will expend 
a little more breath on certain tones—one sings with accent or 
impulse, another with quietness. You must work out your own 
visualization, and then have the courage of your convictions— 
stand by it, happen what may! It is the dynamics, the phrasing, 
the style and characterization that work together for individual 
grace of sincerity. After consecrating your thought to the spirit 
of the text and music, a clear image will possess your mind, and 
you will express its artistic line and emotional values through 
the medium of a song. If your imagination is not fired by the 
poet and composer you can hardly expect to fire the imagination 
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of your audience. ‘To interpret the composer as well as the poet, 
the singer must himself be a musician. A musical thought is one 
which has penetrated into the inmost heart of things and has 
discovered its mysterious beauty. This to him is the melody 
which dwells there, accompanied by the inward harmony of life, 
rhythmically throbbing at the center of all true being. Inmost 
things are melodious, and harmoniously express themselves in 
music. The real meaning of music is an inarticulate speech, 
which leads us to the edge of the Infinite and lets us gaze into it. 
Musical sense and efficiency play a large part in producing vocal 
perfection. The true singer thinks in the manner of musical poetry. 

The artist appeals to the intelligence of his listeners before 
appealing to their senses. The vision in his mind is expressed by 
tonal vibrations and inflections so well governed that the pathos 
of pure tone haunts the ear. It is a tone that is the outlet and 
expression of all he has experienced, suffered, felt and enjoyed 
deeplys"to high purpose. Great interpretation demands that vocal 
mastery which allows all mechanism to be forgotten. It needs 
confidence born of ability. 

An earnest desire to sing will overcome all fear of singing. 
The character of each word brings the musical speech, and it is 
for the individual singer to discover just what disposition to make 
of his human instrument which will enable him to articulate his 
mental concept. The impulse of your vision must start from the 
mind. The look on your face, the quality of your voice, the 
gestures you make if acting, must unite in perfect codrdination— 
all three combining into one expression. Your face must radiate 
a singing look that portrays the same character as the word—it 
must say the same thing. Your pose must be graceful, striking, 
truthful, plastic and forceful. 

Before starting any song or aria, hold your thought stead- 
fastly to your vision, in quiet repose, so that you may create the 
atmosphere for your message before you speak. The minds of 
your listeners are thus prepared to receive what you have to say. 
In the same manner you should hold your atmosphere for several 
seconds after the music has ceased. Your attitude, expression 
and poise gives you and your audience the opportunity of return- 
ing from your imaginative jaunts before the applause, always 
appreciated but not always beautiful, too abruptly breaks the 
magic spell you are creating. While setting the atmosphere of 
your song, during the singing of it, and during the brief period 
after the song is finished, your eyes should look out slightly 
above the heads of your audience, radiant with the vision of ° 
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your picture—a vision constantly changing and newly inspired, 
even though the text be repeated. 

A balance of tone and emotion will balance the phrase and 
the play of the voice. If you force the situation you may also 
force the tone, and this excess of emotion causes a loss of balance, 
which, in turn, affects breathing and vocal freedom. From the 
happy singing heart comes harmonious and complete expression. 
Mental discord results in angularity and harshness, while inten- 
sity, or over-concentration, involves strain and anxiety. The 
freedom resulting from vocal, musical and mental mastery allows 
of spiritual interpretation. 

Movement, action, contrast and climax necessarily carry 
drama with them. Operatic music, when wedded to words, 
becomes excitingly illustrative. We revel in the pulsations of 
music that sways with every emotion of heart, and varies with 
every change of mood. 


Hints on Program-Building 


The artist, standing before a vast multitude, plays on the 
emotions of the audience as though he were playing a mastered 
instrument. He not only lifts the thought to the world of imagi- 
nation, but sedulously sustains the magic spell throughout the 
song, the group of songs, and the program. Having aroused the 
emotions to respond to his own, all the dramatic sense comes 
into play to feed the fire to the end. This is made possible by a 
skillfully planned program. Contrasts, both emotionally and 
musically, are taken into consideration so that the salient feature 
of each song may receive its full value, as well as enhance all 
other values. 

It is a poignant psychological fact, that no one emotion can 
be sustained for a prolonged interval by the human consciousness. 
One emotion, played on too long, ceases to register. For this 
reason, variety and contrast are considered and songs are chosen 
representing a wide range of mood and sentiment. Values of 
color, key, time, tempo and drama are contrasted and balanced. 
This calls for good taste, discretion and keen judgment. 

For example, a group may begin with a frank, lilting song 
and follow with one portraying deep distress. The next in sequence 
must lift this dark mood—it may describe the simplicity of nature 
or the tenderness of mother-love. The third song of the group 
may have a whimsical touch of humor, but the last song should 
have the uplifting effect of majestic strength, colorful love or 
exalting joy. 
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In key, as well as in emotion, the trend of the group-line 
should be upward. While the second song may fall slightly in 
key, each consecutive key thereafter should ascend. Whenever 
possible a repetition in key should be avoided, and certainly a 
third song in the same key is inadmissible. Two minor keys 
should never fall together. A song written in triple time may be 
contrasted with one in some form of duple time; a lively tempo 
may be contrasted with a moderate or slow tempo; and an impres- 
sionistic lyric may be contrasted with a narrative or romantic 
poem. 
| The orthodox form of program has progressed chronologically — 
in deference to the period in which the songs were written. In 
recent years, this generally accepted form has been varied, and 
perhaps because of the similarity of modern music to classic, we 
often find a first group composed of modern song literature. 
Generally speaking, songs of one nation are kept in a group, and 
everyone seems to agree that songs of a popular nature should be 
together in the last group. 

When art is superimposed on intelligence, it means much 
for the pleasure of the auditors. Intelligence and care should be 
given to the outline, form and color of every well-built program. 

In the songs presenting the case of interpretation that I have 
chosen from Polish, Russian and Bohemian literature, I have used 
the English translations. I appreciate that translations are not 
always acceptable, but it does not seem expedient to analyse 
the pronunciation of languages other than Italian, French, Ger- 
man and English, which are studied in this work. 
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Chopin 


LITHUANIAN SONG 


The drama of this song gives the artist his opportunity 
Penetrate the meaning of the song and portray your vision with tone-color. 


for vivid contrast. 
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Allegro moderato A 








Sweet was the morn-ing,and 


end 


‘woz 69 mon=11 
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dow and asked me; “Damp _ is thy hair, pray what hast thou been 
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I was fright-end, oh, so 
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Schubert 


Sincere under- 


x 


INTERPRETATION 
Das Madchen Poco piu moto 


Moderato A = 54 


The terror of the maiden is abruptly contrasted with the subtle inducements 
The Maiden 


of Death. Vocal mastery is necessary, as well as temperament, to convey the 


depth of feeling. 
The energy of quietness will often make a picture more impressive, as in 


this instance. 
Subtle nuance is the outcome of thought and experience. 
standing will kindle a responsive flame in the heart of the listener. 


DER TOD UND DAS MADCHEN (Death and the Maiden) 
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As friend 
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my fairandten-der child, 


du schon und zart Ge - bild! 
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Gieb dei-ne Hand, 
Give methy hand, 
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Be of good cheer! 
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kom -m*o nict tsu 
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DISSONANCE Borodin 


Although the singer reflects the emotions that portray the inner meaning 
of the song, his own emotions are in no way envolved. He makes himself a 
channel that brings a song to life with simplicity and warmth. 

Sing this song with subtle, intelligent nuance of tone-color, musicianship 
and a fine pronunciation that interprets the depth and contrast of the words 
without interfering with the vocal instrument. 


Andantino p 





lips say, “I love thee, be-lieve me?’ 
lips ser arlav 81 bi-liv§ mi 
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A false note ringsthatdoth 
A folts nout rins thet, da@ 


inthesoundof thy voice 
in $a saund ov dal vors 


yet 


jet 





Thou 


in thine eyes! 
in Sain al3 


>) 


is inthysmile 


It 


) 


grieve me 


bau 


In dar small 


IZ 


It 


griv mi 





thoucanst not deceive me! 


all. 


» 

| DM 

Wyeast UNE: 

: Ah ch = 

ive ics Py | eo 
ai zr SBN 
Wh Bay it 
base oi band 


dau kenst not di-civ. mi. 


noust 





ig 


gue 
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SONGS WHOSE SUBSTANCE PRESENT THE CASE OF INTERPRETATION 


NEVIGAT A. pp evesabed Mid at ia Naan eens SEES oy cope ee a ee M 
VISIONS “‘VENBZIANA. . Suc tn ame teat ee DEO: cae soa. oe eee M. 
NININ (Canzonetta Lombarda)........... er En ct Maa AR Od ee gee aman M. 
QUANDO NASCESTE VOrs2e. (ao. e ee BROSOI PTE chats 5 oh Peas eae H. 
SCHBRZO; AG SEs fee aie renee BRespight, Se set ie oo a ee M. 
PROLOGUE. EUgliaett Sy2.7. <p see eee RCONCAVANO..0. 510 cea ee Bar 
Un Bet pt. Madama Butterfly........... PUICCINES y.. eal as Ate eee Sop. 
TRE PECALIY Fave ee rr eee. Tirindelli onde.) siiaeeaes ’ 
CHEVAUX DP DOIY few ce oe ee Debussy 2 ¢s4, 50% eee M 
Lus “Prom SORCIERES: <2 Oi), es ec es Oe Charpentier (7)... +? 22x eae M 
Le. Mrromae : wet ee Sas es ea Ferrari 2... 421+) a ee M. 
IL TAIT UNE BerGeReE (Old French)...... Arr, by Ferrari .2. 5s. . see oe M. 
PANTOCHES (Ce oo orn Sey ce Poo ee eee Paldowski-e2.: 2715 eameuae M. 
LDAMENTG*PROVENCALC AE © inane ce oa Poldowski. vic 2 eee M. 
Les Roses p’ISPAHAN...............200.- Faure. Sor. eee H. M. 
VISION FUGITIVE. Hérodiade............. Massenety oot ae eee Bar. 
HAnvisk D'AMOUR. cots foe once ame oes sZule. 0.5) tae oa se one H. M. 
Le BAIgER oly iid eee eae oe Srna Thomas... <2 ee ee H. 
Von EWIGER LieBE (Love Lasts)....... ,.*. Brahnis’. 0)... eee H. L. 
LIEBESTREU’ (Faithfulmess).............. Brahms. 2202.85 3 See H. L. 
STANDCHEN (Serenade). ..............2-- Brahms) o1 Ss. eee H. M. L. 
Der NevuGginRiGE 2%. se scare oss oe vee Sehubert; 2... Je:eGage eee H. L. 
AM MEER y ee sci bic ios ven eee Schubert . 2. s aco. ae H. L. 
ERLKGONIG S2ctoh eae eee ee eee Schubert... .ve at eee H. L. 
Ocu MucteER, ICH WILL EN Dine Har!....Brahms................... H. L. 
Der DOPPELGANGER? 00.) ds 2 os pee Schubert ....+). .. 5. gpa H. L. 
KNABE: UND: V BILGBEN sxc ee ns cate ee ee Wolfh.: oo '.s¢:355 2 ee H. L. 
RiseuBIe ey ie ot itera Fn eee ks Schubert"... 204: eee H. L. 
STANDCHEN (Serenade)...............-.- R..Strauss. 2. 32... ee H. M. L. 
O, No, Joun! (Old English).............. Arr. by ©. Sharp. 45. ee M. 
Tar DPRYat.d 2 ce Oe oe eee Sibelivie cre. Sea s5 eee M 
Lar: Bewriat 25 Sis den 5. oma eee Moussorgsky.............. M. . 
AFTER THE, BATTLE. 2. tc o eae Se ek ee Moussorgsky~............- Bar. 
OVER THE STEPPE ic ote Gretchaninoff.............. H. M. 
Tickory, Tickory, Tock (Cursory 

ROG coo ke ce ele. ante a ec steel ae Johnson 4). 7.22 ee M. 
Dow tT CHER 0250 eee eee Carpenter 40-275. ee ee M. 
Wri Tears oo. oe ee ee Watts 255... a Sepa ee L. 
LMer DAME EATE:.... 00. 0 bee oe ee Silberts -..o: sis cate ee Bar. 
Tue Roses oF THE NIGHT................ Grilles ee cae ee H. 
Tue Lament oF IAN THE PROUD......... Grilles 1.:..30 Bee a H. 
THe CRYING OF; WATERS 2. ose) see ee Campbell-Tipton........... H. L. 
THE SHA 20285 o.oo ee eee Macbowelli. ..2¢...-5. 22 eee M. 
Mountain Giru’s Lament (Tennessee 

Mountain: Song ico. 4 ee asenee acaae ATT. by. OUD, sk eos ee M. 
E1ut, Eur (Notation of Shalitt).......... Sehindlet =, -ae sh eeebiaeeeee M. 
THE BuInpD PLOUGHMAN.......:.-.-+---- Clarke 2.90524 sae H. M. L. 
THE Seconp MINUET...-.........-.-+--- Besley... :cicsteeeeee cee H. L.. 
An Open SECRET. 3)02. <> 3 eee Woodman? J... 2). 35 eee H. M. 
Time, You Otp Gypsy Man............. Besley: 45; .i. cet ed eee H. L. 
JAPANESE DEATH SONG..............2-.. Sharp .2 8 2 eee provi Tp H. L. 


My Farner Has Some Very FINE SHEEP 
(Trish) es, S80. ae ee eee Arr. by Herbert Hughes.....M. 


CHAPTER XVIII 
ORATORIO AND CHURCH SINGING 


The study of oratorio music, with its depth of reverent, 
universal meaning, trains and educates the singer to declaim 
recitatives as well as to sustain the prolonged verbal and musical 
line of all religious solos. Solos from oratorios are frequently 
sung in churches, although they were written for the concert- 
platform as well. The heroic beauty and majesty of all sacred 
music may be said to be in a class of its own. It is often likened 
to a mighty sea whose tides surge and rise, high and ever higher, 
on to the vast Forever. The noble mood it creates, expressed with 
the spiritual understanding of one capable of realizing its sublime 
possibilities, lifts it out of itself, so to speak, for it is capable of 
infinite expansiveness, glory and divine drama. 

A religious message is dramatic in the highest sense, and 
should be sung reverently, with dignity, passion and repose. 
Intense devotion must be in the work, for only the depth of 
sincere feeling unveils the soul and reveals the spiritual power that 
interprets the Word of God. The unity of God with man gives 
forth the strong light of Revelation that illumines the spiritual 
side of man. Apprehending universal harmony, the singer’s 
ideas are brought to a focus, and his soul radiates a delicate 
filament which enables him and his audience to come in tune with 
infinite Truth and Love. His entire being is so completely 
merged in his spiritual message, he is entirely unconscious of his 
surroundings. Thus he is able to comfort and to satisfy the native 
impulse and the yearning in the human heart. Spirit responds to 
spirit, for all spirit is mutually attractive, and as one great Mind, 
all are awakened to the music of the spheres—the wondrous 
consciousness that “The Kingdom of God is within you.” 

Confronted with the privilege of uttering the words of Christ, 
the singer consecrates his mind to the fullness of their meaning. 
He will only be aware of his success when people discuss his 
message and do not necessarily praise his singing. Radiating 
hope, faith and love, he courageously approaches his work with 
humility. Because he is imbued with the truth of the text, he 
gives it a musical and artistic reading. To portray the essence of 
the words, he must be well-versed in the literature of the Bible. 
In imagination, he walks the paths and lives the situations which 
envelop the lives of scriptural characters until he seems to become 
the character he is presenting. He will become fascinated with 

125 


126 SONG, THE SUBSTANCE OF VOCAL STUDY 


the untold wealth of the material he has at hand, and he will 
find that the truth and wisdom on the textual side will balance, 
in right proportion, the beauty and rhythm on the musical side. 
He consequently sings with authority. 

The majestic measure of the religious recitative permits the 
artist to exercise freedom and elasticity, anchored always to the 
fundamental principles of accurate time, tempo and rhythm. 
Seizing upon the artistic values, he balances the architectual line 
with the rise and fall of noble sentiments. Those who listen will 
realize the full effect of both, when the virility of the latter is 
governed by the laws of the former. Although every singer should 
be a student of all the traditions of oratorio, he should never be 
a slave to them. Rather should tradition serve him, stimulating 
him to form his own ideas of appropriateness. The essence of all 
fine art, in life and in music, must be the outpouring of all the 
truth that is accumulated within. After assiduous study, the 
light of inspiration opens the channels of the receptive mind, and 
makes it the expression of Divine Mind. The impulse of this 
flowing stream, vitalized with dignity and movement, establishes 
a common bond which enables humanity to recognize that fellow- 
ship which makes us one in the great heart of Christ. 
| Without technique, all the fervent reverence of a sincere 
heart, all the understanding of high spiritual sense, are void and 
without power. It is technique which renders the message so 
transparent that the audience is led to pray instead of applaud. 
Then is the artist of greatest use to the world and this is the finest 
offering he can lay on the Altar of Art. He has fought and labored 
and sacrificed for this beauty of true unhampered voice, the 
vehicle which carries the rich substance of Divine Love. The 
heart of each listener communes with the inner self and is still. 
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BUT THE LORD IS MINDFUL OF HIS OWN (St. Paul) Mendelssohn 

This composer has adjusted the dynamics of the music to the dynamics of 
syllable and word. Both aid the singer to declaim the message in this recitative 
and aria. ‘The character of the tone must be fervent and reverent. 


Recitativo 
And he jour-neyd with com~-pan-ions towards Da- 
end hi dfa - nid wid com - pen-ianz_ tuodz da 
















0 AT) 0 (Eg SS EE EE We ee RTE = Ee SS ee 
fan oO LD US MESS ESS» a | Ge | SE >, SE § REE 7 eee es Re A ae 
i SS) BS EE eT ee 6 DS 0 Ie 2 






mas-cus,and had au-thor-i-ty and com-mand fromthe High Priest, 
mas-cas znd hed c 99-r1 ti end com-mend from da hai Prist 





thathe might bringthembound,menandwo-men, untoJerusalem, 
Set hi malt bry Oem baund men end wi-men an-tu Jo-ru-sa-lem 


\' a 
* eee LY ESR. Un Wale eae 0 ES A ee 
Lia \ aaa a ag ee hg Le 
“St. LL LS NST i pe SS jo 
E ae PEs 1 


Se, 





Arjoso - Andantino 
Butthe Lordis mind-fulof His own, He re- members His chil- 
bat 6a Lod 1z maind-ful AV hiz oun hi ri  mem-bas hiz tfi- 





dren; But the Lord is mind-ful of His own. 
dron bat da Lod Iz maind-fvl AV hiz oun 
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O LORD MOST HOLY (Panis Angelicus) Franck 


Deep religious fervor, when sincerely conceived and musically expressed, 
lifts the souls of humanity to higher resolve and a more noble purpose. 


Rule Thou our wil-fulhearts, Keep thine our wan-dring thoughts, 
Pa-nis an- ge-li-cus fit pa-nis ho-mi - num, 





In alloursor-rowslet us find our rest in Thee; And, in temp- 
Dat panisccee - li- cusfi - gu-ris ter-mi-num O- res) mi- 


« a 
2S | EE & Fae ee es ES EE A ES PE PI ES ee 
AT, ESD ee, AT Ae eg 





ta-tionshour, SavethroughThy migh-ty powr, Thine aidO 
ra-bi - lis man - du- cat Do- mf-num, Pau - _ peér, 
: on ae 





s 
send us, Hear__ us in mer - cy. Show us Thy 
pau- per ser - vus et hu-mi- lis, Pau - per, 





fa - vor So_— shall we live andsing praise to Thee. 
pau-per, ser - vus, ser-vus et hu - mi-lis. 





34886 
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GOD IS MY SHEPHERD (Biblical Songs, No. 4) Dvorak 


Every phrase of this familiar psalm is pregnant with meaning. Think of 
yourself as a channel that brings mankind the message of Universal Love. 


God is my shep-herd, Iwantfor no-thing. My 


God Iz mal fe -pod al wont fo na Oin mal 





restisinthe plea-sant mead-ows,He lead-ethme where qui- et 
rest 1z1n 39 ple - zant med -ouz hi lid -00 mi Mer kual-et 





wa - ters flow! My fain-tingsouldoth He re-store, and 
wo- taz_ flou mat fem-tm sovl da@ hi ri stoo end 





guidethme in the ways of peaceto glo - ri- fy His name. 
gar-do8 mi in 63 werz av pis, tu glo - rf far hiz nem 





And thoughindeathsdark val - ley my stepsshould 
znd dou inde@s dak vel - ij mar steps fud 





wan-der, my spi-rit shallnot fail, for Thouart by me 


wan - do mal spi-rit fel not ferl f> Sav at bar mi 





still, Thy rodandstaffarewithme,andtheyshallcomfort me. 


stil Oar rod end staf @a@ wid mi end det fel cam-fot mi. 
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ORATORIO AND CHURCH SOLOS 


Au! My Sout. St. John’s Passion....... 
Ir With Att Your Hearts. Eliyah..... 


Every VALLEY SHALL BE EXALTED. 


M €8stah a53shic es oe hee te ee 


Be Tuou Fairarut Unto Dratu. St. 


FOU OR ee ee eR a ree ee 
Ye Preorie, Renp Your HeEarts. Elvah. 


Rerratin Tuy Voice From WEEPING. 


Jagia of the World ve. sa oe eee 
Sounp AN ALARM. Judas Maccabeus..... 


My Sout Is Aruirst ror Gop. The Holy 


CRS. eR a as GE 


In Native WortH. Creation........... 


Cusus AnimMAM. Stabat Mater.... 


JERUSALEM, JERUSALEM. St. Paul.. : ‘ i F 
HexnY en, ldnieol jah ie oh oe 


THESE ARE Tuey. Holy City....... 


I Know Tuat My ReEbDEEMER LIVETH. 
Méssiate. 5 ee ae 


On Mieunty Pens UP.Lirtep Soars. 


Greattorist Ab USS FCO Re oe 


I Wiut Sine Unto THE Lorp a NEw Sona. 


od Ud ee OS ik OO en ee 
Let THE Bricut SERAPHIM. Samson.... 
I Fottow Tuee Atso. St. John’s Passion. . 
O Restin THE Lorp. Elijah........... 
Fac ut Portem. Stabat Mater.......... 
Love Not tHE Wor.tp. The Prodigal Son. 
Eye Hatn Not Seen. Holy City....... 


THe Lorp 1s Risen. The Light of the 


World: son S Se ees ee 
Gop, My Fatuers» The Seven Last Words. 


I Feex tHe Derry Wituin. Judas Mac- 


CODEUS ERE Hen Sg Ee Se Cee es a 


Tue Preorpte Toat WALK IN DARKNESS. 


The Hessian... oC TR ee ee 
O Gop, Have Mercy. St. Paul........ 


Itis Enoven. Elijah. . 


Ro.uinG AND FOAMING BILLOWs. ‘Creation. 
O ror THE WinGs OF A DovE........... 
. BERLE SONGS22 oes oe a eee 
L:Sovgur tHe Lorp: sce Po eee 
LiGHt:..e0 20) Her: Boerne ae eee 
TuE.Goop SHEPHERD. ites. «ee ele cee 
THRE PUBLICANS SO Os. as cee eee 
Tab. PENITENT) 232) 0530". 2 eee 
THINE IS THE GREATNESS............... 
Ninery-First Psatm. ... 2.5 «2 .c4ssne ee 
wt McDermid jeter ea. 
Athtsen 28.05 23 
Alliteen- 2-3 oo ae 
.. Dudley Buck....... 
ISUA DL ae ie eras 
| Fas toc eee ere 


ARISE, SHINE. 


Tue Lorp Is My Licut isda ke ee 
LikEs‘«< Hart... 2S eee 


Fear Ye Not, O IsrakEu......... 


OpEN THE GATES... .n -5:h ae ee 


Gop 18. SPmitetees s.r eee 
Comer, Yu Bressun 5 2 ae eee 


GreAT Peace Have Tuoey Wuicu Love 


Tay Lawrie Si eee 
Tue VOICE IN THE WILDERNESS......... 


How Lovey ARE Tuy DWELLINGS..... 


. 


-Handel..... Saar 


Mendelssobu.. « ce ate ee 
“Meridelssohn 2.4.53 Gt Ga. 


Sullivan. . 


Hayat itera ee 
yi ROSdinis homes. ses 
Mendelssohn....... 
Mendelssohn....... 


Mendelssohn... 


Rossini. .... 


Sullivan. ... 


Gaul). 23 ae 


Sulli vaio te 


.Dubois... 


Handel*t? 232 ee 
Mendelssohn....... 
..Mendelssohn....... 
Ha yd’. ae eee 
Mendelssohn....... 
Brahms 24. +3542 
Stevenson: svn se ee 
Stevenson. ......... 
Van der Water 
Van der Water 
Van der Water 
Galbraith... 4: 2: ne 


Gertrude Ross 


Jb: Scott cil see. 


James Rogers....... 
do EO COUL hae oe eee 
ee Taddie 2h ore 


CP CC eT 


oe ise Jefe ee Cneere 


6.0) ey Tele Ke) Je_ce ag ‘weet 


alte: & ‘e (eel 6 Jee, ss. aa) 
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CHAPTER XIX 
CULTURE AND BACKGROUND 


We have been considering throughout the foregoing chapters 
the training of the singer in vocal mechanism and _ technical 
knowledge. But these vital elements of the singing career must 
be under-built and sustained by a third element, which is richness 
of sympathetic understanding. He who would cultivate just and 
universal expression, must consider that growth in mental power 
is imperative. ‘The singer’s mind, animated by the spirit of 
regeneration, becomes subtler with every excursion into the realm 
of history, sacred or secular. We all love noble men, because of 
something within ourselves that reacts to their nobility. The 
singer, enriched by his contacts with the great of the world of 
art imparts, by means of his sympathetic interpretations, a 
grandeur of feeling that awakens noble response in his listeners. 

As we seek to penetrate some of the thoughts that impelled 
the giants to speak, our imaginations become stimulated and 
matured. We apprehend these the more readily through the work 
of the classic masters, becoming more true to ourselves and to 
individual growth when fortified with the spirit of the classic 
mold. ‘The singer, therefore, as a medium for the universal 
dissemination of the thoughts of universal minds, is wise in 
familiarizing himself with the circumstances that gave rise to 
each work he is to present. He should know something of the 
principles and the artistic character of the poet as well as of the 
composer who combined to create his song. It is a safe dictum to 
lay down, that if one cultivate his brain, his voice will also improve. 
_ When an artist studies a song or an aria, he rises to survey 
the musical field as a whole in order to present the work appro- 
priately, in its individual style. It is because he knows the life 
of the composer, the age in which he lived (or lives), and is familiar 
with his instrumental compositions, that he is able to deliver this 
new work with the musical style it demands. It would be as 
absurd to think of Mozart sung in the style of Debussy, as to think 
of Marie Antoinette with short skirts and bobbed hair! The 
student of singing should make a point of understanding the 
composers who have written in the classic, romantic, impression- 
istic and modern styles. He should attend every concert that he 
can, instrumental or song. The orchestral works of Strauss and 
Tschaikowsky, the quartets of Schubert and Brahms, the sonatas 
of Beethoven—and there is no end to this liquid tonal architec- 
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ture—are invaluable educators. The study of vocalism is a means 
to an end. The end is the expression of music. An intimate 
knowledge of poets and musicians is as necessary a means to that 
end as vocalism. 

Recommending, in conclusion, that all good literature be 
read, I suggest that the following books be included on each 
student’s list: 


BOOKS DESERVING THE ATTENTION OF THE VOCAL STUDENT 


Music Appreciation 


How, Music GRew.iyai/ des oe ss eee Bauer-Peyser 
Common SENSE OF Music...............--00. Sigmund Spaeth 
Puases oF MopERN Music....................-. Lawrence Gilman 
History oF Music2s 28 oe es ae re Paul Landormy 
Key to MUSICIANSHIP); S20) oo ee ees Christine Trotin 
SuccEess:- In AMUSICIAi eee Ue ce oe tee ee Henry T. Fink 
Musie,.a: Screntiric ART hin aa AA eee. Redfield 

Music anp Music MAKERS........:............ Constance Morse 
YouncGc Preopues’ Story or Music............... Ida P. Whitcomb 
Music 483A LANGUAGES. 20 0 oe eee Alfred John Goodrich 
Music APPRECIATION .:.c250 © 5 2's: us ee ee Lawrence Erb 
Mopern Muosic...... AS ee Fis St at + eRe ee Edward B. Hill 
THE APPRECIATION OF Music........ PETE ee SFa Mason-Surette 
OVERTONES 50403 eae. Cn ee eee James Huneker 


Tue Art OF READING. or ot eee Quiller-Couch 
SHELLEY AND OTHER ESSAYS. ..............0.000: Frances Thompson 
SHELLEY 2ig2 bawdy aa Raat Hee Aes Oe eee William Sharp 
FORA Ee ae Ne a a cunts oh ae Amy Lowell 

Tre Home Boor. or .VERSE: >. 1.0). (23.004) oe Burton E. Stevenson 
Tut Home Book or MopERN VERSE............ Burton E. Stevenson 
Tue Oxrorp Book or ENGLISH VERSE........... Oxford Press 

Hieu Tipe (Anthology)... 2... 0... ce eee Mrs. Waldo Richards 
Tue Story OF THE BIBLE......:.............-. Hendrik Van Loon 
Tue Lire or Curist............. b,c he pa aire Frederic W. Ferrar 
Tur Mopern READER'S BIBLE.................. Richard G. Moulton 
Tue SINGER'S FRENCH. 2.3. 60 5a ee ee May Laird-Brown 
Tue TECHNIQUE OF SPEECH.............0...205. Dora Duty Jones. 
Lyric Diction? 8.320 2)2 eae cee ee ee Dora Duty Jones 


Biography and Autobiography 


Mopern ComMposEers OF EUROPE................ Arthur Elson 

GREAT MUSICIANS, O25 2. = Soe ee ee Ernest Oldmeadow 
Wirn GREAT COMPOSERS. .........5....-000000- Gerald Cumberland 
Romantic COMPOSERS. of. 5 ii. oe ieee eee Daniel Gregory Mason 
GreaT ITALIAN AND FRENCH COMPOSERS......... George Titus Ferris 
SimpLe Trutus Aspout GREAT MASTERS......... Robinson-Duff 


Story Lives or Master MusSICIANS............. Harriet Brower 
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Serie MASTERS Of MUSICS x, te: fs Rosa Newmarch 
BEETHOVEN AND His NINE SYMPHONIES.......... Sir George Grove 

Tue OrcHESTRA AND OrcHESTRA Music......... William James Henderson 
STORIES OF SYMPHONIC Music..............4.... Lawrence Gilman 
Pavty FAVORITE OPERAS... 2. 0... oo ce ee Paul England 

Mame THEINING ©. 8 227 2 PE Richard Aldrich 

Stes ee fk. aE in GE. Aah. Po. 2 kk Albert Schweitzer 
RN ME ee elt senate) 5. i a8 bse & Hine «yo Philipp Spitta 
Semen) PTS VIUSIC. i. ei cues stage oes e Pod obo 2 Henry T. Fink 
ET fe crac s «et PS Be va A Otto Jahn 

AuuA BREVE (From Bach to Debussy). ............ Carl Engel 

RIE 2th es Oe ng 8s 2 Seah Koha ae vw Romain Roland 

Tue Lire or Lupwic vAN BEETHOVEN.........../ Alexander Wheelock Thayer 
SUMP en 0) ee PS oe he Oh on ES Romain Rolland 
MMSICAL LIFE 25. 2c eos le i dee es heed ei ee. Rimsky-Korsakoff 
Peren inice [scHAIKOWSKY:. .... 6.56.0): 5s0427 Modeste Tschaikowsky 
Pee SCHUMANN .-.560 0 2 var none Faw ees ecb Rees Herbert Bedford 
eUMMSSIRERT. 009 5. 5 8 eral a tee bad) éewewe Newman-Cower 
Beate TRAURS. 6 a fs ive Paw cae eee Eas .. Ernest Newman 
BONG AND CONG WRITERS... 5.056065 6 0600 ce eee Henry T. Fink 

GREAT GERMAN COMPOSERS.............0.-00-. George T. Ferris 
ig cat 0 a i Vincent D’Indy 

LIFE OF JOHANNES BRAHMS... .............0005- Florence May 
DIeMAUPIVAGNER. 552 es oc cn od eet ce tees William Wallace 
MUIPEOMDAYVAGNER, oo... oso os ecko cee sds es Ernest Newman 


{ W. H. Humiston 


LittLeE BrioGRAPHIES OF Famous MUSICIANS...... : 
| Frederick H. Martens 


CHOPIN, THE Man AND His Music.............. James Gibbons Huneker 
Tue NIGHTINGALE (Life of Chopin).............. Marjory Strachey 
ES sig ag gg a a -.. Frederick Corder 
REPRE IVEACDOWELL. 2. 2 65 sec eee ee wc’, Lawrence Gilman 
eee yg SP act al Ahura e bach Otto Goldschmidt 
SS 5g ee Mary Lawton 

Technical Works 
MMmeART OF THE SINGER. :.:.........0+.0-6--5.. William James Henderson 
INES Ee RS tes et 5 oe ce by ee Lili Lehmann 
NRT Le EB hc a cae me bn William H. Breare 
MMII ASIC Y foo) S888 oh ace ce ce ha ee eae Harriette Brower 
RESONANCE IN SINGING AND SPEAKING........... Thomas Fillebrown 
ME COATION 220 cht. on os hoc ew vee. eos Eleanor McLellan 
MRE Fe ache cS be elk ie ois cp ate a: Tetrazzini 
Caruso’s MEtHop or Voice PropuctTIon........ Pasquale Mario Marafioti 
Me AL ILEINFORCEMENT, 2.00022 050.000 veel Edmund John Myer 
RENAISSANCE OF VocaL ART.................... Edmund John Myer 
ATES PAID) betas BE vn 0, wks oe ads dae, Clara Kathleen Rogers 
Daman WORDS ON SINGING)... 20. 2.0. Soe ec awe William Shakespeare 
BN UT OF SINGING. 4.105 Heh es oboe cbs See William Shakespeare 
TECHNIQUE OF MusicaL EXPRESSION............ Albert Gerard-Thiers 
Rte es ce nd AP oe a se oe in ne coe Herbert Witherspoon 
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Added Suggestions for the First Year 


In the list of songs I have given with each chapter, the songs 
were chosen for the problem they present. The education of the 
student is the first consideration, and the teacher, who knows 
the individual need and capabilities of each one, will select the 
song to be studied. I have tried to put songs of every grade in 
each list. 

In case a teacher feels that the first year’s work should be 
American music, I suggest these songs. 


Were l a Pimateor THE SEA. . 54. eeu a Eyre 

. dpASS AND AMA DIR oe ed eh. Soe lak ee eee Fox 

NIT Ein Owes Bites, gabe) os Se a males Ce Whelpley 
THE: Cali OF SPRING Wg inn chek Nel ee eee Hulten 
To 4-H Tor i tans os es eee Cox 
T- Know. he he er ee 5 se Se eee Curran 
Tun Vesprer BRULS; iiitsnet§ on. ol dé so oe oe bbe eee Leoni 
Tur Secret or-rat STARS Doce 2552.4 408 tbo ee eee Leoni 
Boat OF MINES 2 Ae ns Ce i ee eee Stratton 
SHEPHERD, Pusay A ‘LarrusiAIR: .. 26: 4s lee cbnn as ae . Stickles 
Croup SHADOWS. 2 eas Po sic a bode os ot oe Rogers 
CHILDREN S SONG 25 secu gc od 5 en cad Cus Moore 
Ao MBWMORT Seiki tw OY 6 bic na on nw leas ee Parks 
Her Loves Mics cep a a at i ne eee Chadwick 
SLUMBER BOAT 3.07 0 O90 tek ls AL 9 le cin ne Gaynor 
DeBeaMiSHIps®s fsigtiae ie v9 .ck Deets eee ced ce ee Sachs 
TwoiLivrtk STARS: © aside oes ee oh sss O’ Hara 
Lirrie Hvis 2h wees ican cs ou. ee Se eee Gleason 
In ai MrApOWS 3°) eee 2 SO OR i ee Jacobs-Bond 
O Time Take Me Backoa. . .. 0050 out ede ae ay eee Jacobs-Bond 
His LULLABY 3 ye rh OR le ce ee Jacobs-Bond 
JEAN 2 es ERE, SHES 8 ce eee Spross 
My True LOVE. 6 eet Ca si eee Hadley 
RAIN. 60 6600 os Phe ns oe cS ee Curran 
A VAGABOND SONG. 0050.7 os Swe ke ee Vanderlip 
Tree. oo. 0 ee Re Se ee Parr-Gere 
A WaNDERER’S SONG. 0. 44 32 Del 2 ee Rasbach 

SHo! Mr. Prees io 2 20002. PE ae ee Sea ee Curran 

GARDEN GOSSIPS. 2 O52 2 ee ne eee Cox 
TAM THE STILL RAIN] Yo ee eee ee eee Farley 
PRAYER OF THE NORWEGIAN CHIED..”.. 0: 7... 7-25 eee Kountz 
SuBEP es. eS ns Re ee McGill 
Tot Waite SWAN 2s oe a ee oe, ae Hulten 
Tue Darrius oF Tur Speakers ole ae. 62 ee eee Barnett 
Taw Sea CHatR >. 30 CY. Ss Et eee ore re ee De Leath 
Wiip Gres 2 eosin ee ee ee eee De Leath 
Ar EVENTIDES (Ps. oR sae ee el ee ee De Leath . 
MADAME APRIGS 6 > ok era: ee ee eee Mt es ee Ot ee Cox 
Four-LEarP Cagven. re ois eras 0 eae eee Brownell 
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US OSE ORNS i pT Oo os Edwards 
Io, ncisivicmcsex Sucre? tnd Shenae ys) TE 5a Lp peg eR re eee Curran 
ee Ne eeu ean UE Neenah eos ouiite Phuc sic woivius, sca wo a oy Bassett 
ITMETT IEP SCMINT OUI NGI Ce te on eg ohh eke tice ec tc ladn. Hoffmeister 
NMI MRP IME ee ae role CL eh ab 6 owe ee we hanes we Hadley 
as SS a oe ayo he aa Hadley 
20 weap te ag ee Speaks 
MEIER TER ILY RAT etn re te ORS he Se oe ee hs Ores Speaks 
EM Se ER GENS TORE Tis BMG Pog Sk Sale aes cae Bt 8 a Speaks 
SEE MO Wr Fe cas Reet. i he eee ns hk alee ENS Feet Mana-Zucca 
MITCEESTRISWIN CES ICA To Bate. es oye ws cles vl ne Ob eae Mana-Zucca 
re Ri ore Pi ead s's civ ee Be cd hi Mana-Zucca 
IEE SANE SINE A ee cctoche eap rcs ole sd seize iainalle ghd URSA a baljo e eral d Liane avd sig La Forge 
EE OAR eet CERN Acs Wied acaxcaipoho ie Wererepare Ne ayaa. Haak -w cd bo 8 a4 La Forge 
RNS FEL) MRE x Se adi h x Saad han oie OSes Aichi awa warn b+ dabei one aie La Forge 
RRS ee ee atin < GINER GSE Bes Cael ad ow we MacDowell 
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